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ABSTRACT 
THE RECEPTION OF LISZT’S FAUST SYMPHONY IN THE UNITED STATES 
MAY 2020 
CHLOE DANITZ, B.A., CENTRAL MICHIGAN UNIVERSITY 
M.M., UNIVERSITY OF MASSACHUSETTS AMHERST 
Directed by: Professor Erinn E. Knyt 
Liszt reception has largely suffered from lack of academic research. In 2011, Michael 
Saffle’s initiative detailing Franz Liszt’s influence on musicians around the world 
spearheaded the historicization of Liszt reception. In response to his efforts, this thesis 
provides the first detailed documentation of the Faust Symphony’s reception in the United 
States. Occupying a unique approach, focusing purely on United States reception, this 
thesis demonstrates United States music dissemination trends and contributes to efforts 
creating a more global picture of Liszt and his music. Above all, the documentation of 
conductors, performances, broadcastings, recordings, and requests proves Liszt’s 
symphonic work impacted larger audiences than previously acknowledged. This impact 
was lasting, especially in the United States. Analyses of early influential United States 
symphonic compositions demonstrate clear influence from Liszt’s Faust Symphony. 
These pieces created a foundation built upon by succeeding United States composers, 
producing a uniquely “American” sound through a Lisztian form. This reception 
recognizes Liszt as an influential symphonic composer, and in doing so, begs its audience 
to reassess preconceived histories describing the development of the United States 
symphonic tradition. 
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1 
INTRODUCTION 
 
On November 14th, 1971, in Philharmonic Hall at Lincoln Center, Leonard Bernstein 
introduced Franz Liszt’s Faust Symphony to those attending his “Young People’s 
Concert.” Bernstein stated that, “[Liszt] wrote tons of non-piano music… and most 
people don’t know them because they’re simply not performed as much. And this is an 
interesting question: why?”1 Bernstein does not answer his question, and unfortunately, 
neither have academics. In an effort to remedy this uncertainty, this thesis provides the 
first comprehensive representation of Liszt’s reception in the United States through his 
self-proclaimed greatest work, the Faust Symphony.2  
  
Preexisting Scholarship 
 In his, Franz Liszt, series, published in 1989, Alan Walker claims that the Faust 
Symphony “towers above all others from Liszt’s Weimar period.”3 Yet, as quickly as he 
promotes the symphony, Walker concludes his chapter, thereby stripping the Faust 
Symphony of the significance bestowed upon it just paragraphs before: 
 
The first performance of the Faust Symphony took place under Liszt’s baton on 
September 5, 1857, on the occasion of the unveiling of the Goethe-Schiller 
monument in Weimar. A second performance was given there by Hans von 
Bülow in 1861, the year of the symphony’s publication. Thereafter, apart from 
two sporadic appearances, the symphony endured half a century of neglect. Such 
was the lack of interest that the orchestral parts were not even published until 
1874. The symphony’s first modern interpreter was Felix Weingarter, but he 
stood almost alone in his championship of the work until modern times.4  
 
1 Leonard Bernstein, "Young People's Concerts Scripts: Liszt and the Devil [typescript on White 
Paper]" The Library of  Congress (accessed August 13, 2019). 
2 Alan Walker, Franz Liszt: The Weimar Years (New York: Knopf, 1983-1996), 326. 
3 Ibid., 326. 
4 Ibid., 330.  
 
 
2 
Walker’s analysis disregards the Faust Symphony’s performance history, focusing 
rather on thematic and formal analyses, and he concludes his summary with broad 
assumptions. Similarly, Dorothea Redepenning’s analysis of the Faust Symphony, 
preceding Walker’s by one year, analyzes the symphony and includes only a small 
reception history of the symphony. This reception includes commentaries by significant 
European musicians, such as Eduard Hanslick and Karl Franz Brendel, yet does not 
remark on influence beyond Liszt’s contemporaries.  
 These analyses informed receptions and further histories of Liszt. Richard 
Taruskin’s analysis of Liszt, in his 2005 Oxford History of Western Music, cites much of 
Walker’s; Franz Liszt volumes. Taruskin’s subsection, titled, “The New Madrigalism,” 
provides a harmonic analysis of Liszt’s Faust Symphony, yet states, “What was delightful 
when experienced within the confines of a small work like a Chopin prelude—or in 
Liszt's own exquisite Bagatelle ohne Tonart (“Bagatelle in no key”)… could seem 
bewildering and (many thought) even boring when stretched out at full symphonic 
length.” He ends his analysis, asserting that, “Freedom can thus come at the price of 
significance. Along with constraint, the jettisoning of conventions could sacrifice 
effective communication.”5 
 The previous examples perpetuate a history of diminishing the influence of 
Liszt’s symphonic output. As Michael Saffle reflects in his 2003 guide to research, “Liszt 
remains an enigmatic figure, more written about (and against) than understood. Today, of 
course, we understand him better than we once did. But much remains to be learned. And 
 
5 Richard Taruskin. "Chapter 8: Midcentury,” In Music in the Nineteenth Century (New York: 
Oxford University Press, 2010). 
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interpreted.”6 Unfortunately, scholars continue to ignore Liszt’s symphonic reception in 
the United States. Most studies on Liszt focus on his European reception, and as Saffle 
reports in his later edition of, A Research and Information Guide, only four significant 
studies have represented Liszt reception in the United States.7  
 Saffle’s own research in his article, “America, Liszt, and the Periodical Press: 
Anecdotes, Reminiscences, and The Etude 1883-1953,” aims to document the trajectory 
of Liszt’s American reception through a case study that results from analyzing The 
Etude’s, 1911 and 1936 publications.8 Saffle concludes that five factors have contributed 
to Liszt’s perception as a non-composer. The first, Liszt’s success as performer, Saffle 
states was “a profoundly appealing accomplishment especially for nineteenth century 
Americans who worshipped success of every kind and who, for whatever reason, mostly 
did not attempt careers as composers.”9 The second reason was the originality of Liszt’s 
works. The third stemmed from his “youthful activities” as a “flamboyant romantic,”10 
and the fourth, the Puritan tradition established in America. Saffle quotes W. S. B. 
Mathews in an article written four months after Liszt’s death questioning Liszt’s “self-
control” and “supremacy of moral considerations.”11 Saffle states that Mathew’s 
skepticism may correlate to his fifth reason, a “lingering distrust by Protestant Americans 
regarding Catholics and Catholic traditions.”12 Saffle, despite his endeavors, falls short of 
a complete reception of Liszt’s reputation throughout the narrow parameters set by his 
 
6 Michael Saffle , Franz Liszt: A Guide to Research (New York: Garland, 2003), 3. 
7 Michael Saffle, Franz Liszt: A Research and Information Guide (New York: Routledge, 2009). 
8 These dates are both “Liszt Years,” as they fall on anniversaries of the composer’s birth, 1811, 
and death 1886. 
9 Saffle, Franz Liszt (2003), 277. 
10 Ibid., 277.  
11 Ibid., 277. 
12 Ibid., 278. 
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research, focusing on only one American journal, “The Etude,” and two specific years 
within its publication.  
 The most recent addition to this history, Jorge Modolell’s master’s thesis titled, 
The Critical Reception of Liszt's Symphonic and Choral Works in the United States, 
1857-1890 reports results similar to Saffle’s. In his thesis, Modolell provides a chapter 
specifically on Liszt’s symphonies and oratorios with a ten-page section dedicated to 
Liszt’s Faust Symphony. Focusing on reviews from the American premier in 1860 to the 
1880s, Modelell acknowledges the unfavorable reviews of the symphony in America 
(claiming finding positive reviews nearly impossible) but states that “these critiques 
presented here for the first time reveal much about Liszt’s reputation in the United States, 
the nation’s musical tastes, and the state of 19th-century American musical criticism.”13 
Modelell reports the earliest reviews of the symphony, receiving considerable attention in 
Dwight’s Journal of Music. Yet, similar to Saffle, he does not aim to provide a 
comprehensive reception of Liszt’s compositions, or of Liszt’s reputation in the United 
States. Moreover, these two examples, as well as those mentioned in Saffle’s guide, only 
tackle the early history of Liszt’s reception.  
 This thesis provides the first comprehensive overview of Liszt’s symphonic 
reception in the United States through his Faust Symphony. Three chapters, highlighting, 
conductors performing the symphony, the symphony’s media presence, and the Faust 
Symphony’s influence on American compositions, document the Faust Symphony’s 
reception in the United States from 1860 to the present day.  
 
 
13 Jorge Luis Modolell, “The Critical Reception of Liszt's Symphonic and Choral Works in the 
United States, 1857-1890” (PhD. Diss.: University of Miami, 2014), 482. 
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Scope and Methodology 
 This thesis examines the influence of Liszt’s Faust Symphony through three 
mediums, conductors; print commentary, radio broadcasts, and records releases; and 
individual compositions. The first chapter highlights significant conductors, such as Carl 
Bergmann, Theodore Thomas, Karl Muck, Serge Koussevitsky, Leonard Bernstein, and 
Georg Solti, among others for their influence on the American orchestral repertoire 
through their performances of the Faust Symphony. Performances spanning across the 
United States, from 1863, the symphony’s introduction, to today, are documented. This 
chapter demonstrates a long performance period, that although initially met with mixed 
reviews, transformed into a clear celebration of Liszt’s composition.  
 The second chapter documents not only the radio broadcasts of the Faust 
Symphony advertised in the New York Times, Boston Globe, and Washington Post, but 
publication of LP’s and CD’s, which created accessibility to the Faust Symphony for all 
United States citizens, regardless of class or location. The chapter also highlights the 
Faust Symphony’s presence in the Franz Liszt biopics, Song Without End (1960), and 
Lisztomania (1975), which are capable of exposing Liszt’s music to those outside of the 
classical music loving audiences.  
 The third chapter documents the Faust Symphony’s influence on early American 
symphonic compositions. Through thematic analysis, the Faust Symphony’s specific use 
of thematic transformation and development is discovered within the compositions of 
Edward MacDowell, William Mason, and Henry Hadley, whom clearly employ Liszt’s 
devices in their works. The Faust Symphony laid a foundation that early compositions 
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built upon, therefore, laying a foundation for future symphonic output in the United 
States. 
 Through documentation of the Faust Symphony’s reception and influence in the 
United States, this thesis reclaims Liszt’s place as an influential symphonic composer. 
This history is distinctly American, demonstrating the Faust Symphony’s importance for 
the development of United States orchestral repertoire and symphonic compositions, as 
well as acknowledging the United States’ role in Liszt dissemination. Spearheaded by 
Saffle in his book, Liszt: A Chorus of Voices, documenting Liszt’s influence on musicians 
around the world, this thesis contributes to efforts creating a more global picture of Liszt 
and his music.14 Above all this thesis lends credence to recent scholarly claims that 
Liszt’s symphonic output is more important than originally believed. This research is just 
the beginning of a new initiative, to free Liszt from established piano-virtuoso reputations 
and reassess the development of United States symphonic tradition. 
 
 
 
 
 
 
 
 
 
 
14 Michael Saffle, John C. Tibbetts, and Claire McKinney, Liszt: A Chorus of Voices: Essays, 
Interviews, and Reminiscences (Hillsdale, NY: Pendragon Press, 2012).  
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CHAPTER 1 
CONDUCTING THE CHORUS: RECEPTION OF LISZT’S FAUST SYMPHONY IN 
THE UNITED STATES 
  
 
It may come as a surprise that Liszt’s A Faust Symphony in Three Character Sketches 
after Goethe: (1) Faust, (2) Gretchen, (3) Mephistopheles (S. 108), was introduced to the 
United States not by a German conductor or musician, but by a Boston born pianist. 
William Mason, the first American piano student of Franz Liszt, introduced the Faust 
Symphony to German-born conductors, Carl Bergmann and Theodore Thomas. In an 
effort to cultivate American music culture, the conductors initiated Faust into United 
States symphonic repertoire beginning in 1863, just six years after its European premiere. 
Bergmann and Thomas spread the piece from the East Coast to the Midwest; other 
German émigré and visiting conductors, such as Walter Damrosch and Karl Muck, 
subsequently programmed the piece on a regular basis, leading to its inclusion in the 
symphonic canon in the U.S. prior to World War I. Yet, it was an international array of 
conductors that popularized the piece and made it more accessible to the general public. 
Pierre Monteux, Serge Koussevitzky, and Leonard Bernstein were particularly important 
in that regard, building appreciation and accessibility through recordings and lecture 
concerts. 
 Even despite numerous performances, Liszt’s symphonic repertoire reception in 
the U.S. has received scant scholarly attention. This reflects a dearth of scholarly focus 
on Liszt’s symphonic repertoire in general, which can be attributed, in part, to his varied 
legacy as performer and composer as well as his colorful personal life. Saffle notes that 
Liszt's multi-faceted reputation was dependent upon: his success as a performer; the 
originality of his music; his youthful activities which includes his reputation as a 
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flamboyant romantic; and Liszt’s womanizing tendencies. In the end, Liszt has been 
viewed by some as a degenerate character, disreputable, and possessing no self-control.15 
For others, he was mainly a piano virtuoso and composer. It is hardly surprising that his 
symphonic reputation has suffered and that although the American Musicological 
Society’s list of Doctoral Dissertations in Musicology includes one hundred seventy-nine 
entries involving research on Franz Liszt, only four are marked with the subject 
identifier, “orchestral music.” Of these, only one entry mentions his symphonies.16 Yet, 
more attention to his symphonic output and its significance in the repertoire in various 
nations contributes to a more accurate portrait of his importance as a composer. 
 Through analyses of concert programs and reviews as well as essays, letters, 
scores, and other documents, some unpublished, this chapter provides the first 
comprehensive overview of the reception of Liszt’s Faust Symphony in the U.S. In 
particular, through chronological documentation of numerous performances in diverse 
locations, it shows that Liszt celebrated greater success as an orchestral composer in the 
U.S. than has previously been acknowledged in Liszt scholarship.17 In the process, this 
chapter not only reveals how a handful of conductors shaped the symphonic taste of a 
nation and launched the spread of Liszt’s music, but also provides new knowledge about 
the broad reception of Liszt’s symphonic music.18 The United States reception of Liszt's 
 
15 Michael Saffle, Liszt's Legacies: A Collection of Essays (Hillsdale, New York: Pendragon 
Press, 2014), 277-278.  
16 “Doctoral Dissertations in Musicology,” American Musicological Society, https://www.ams-
net.org/ddm/basicResults.php (accessed November 24, 2019). 
17 Michael Saffle, Franz Liszt: A Research and Information Guide (New York: Routledge, 2013), 
277-278. This guide reviews notable scholarly works about Franz Liszt.  
18 To maintain the size of this chapter, only the conductors who exercised the most influence with 
the Faust Symphony will be discussed, although several more performed the work as depicted in 
the appended table.  
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Faust Symphony sheds light on the transnational spread of European symphonic music 
and participates in recent scholarly interest in the globalized spread of Liszt’s 
compositions.19  
 
The Influence of German Émigré and Visiting Conductors on the U.S. Reception of 
Liszt’s Faust Symphony 
Liszt’s Faust Symphony arrived in the U.S. not long after its European premiere, thanks 
to the arrival of Liszt students and followers in the U.S. Mason studied piano with Liszt 
from 1849 to 1854 and must have found out about the symphony during his final days in 
Europe. In an 1854 letter from Liszt to Karl Klindworth, Liszt mentions Mason’s 
probable plans to visit him in Rotterdam for the Rotterdam Festivals (1854). Also 
included in this letter are Liszt’s composition plans for the Faust Symphony: 
“Immediately after my return from Rotterdam I shall set to work on the Faust Symphony, 
and hope that I should have it written out by February.”20 It is likely that Liszt spoke of 
his ideas for the Faust Symphony during this visit. Mason’s exposure to the Faust 
Symphony is clearly depicted in his autobiography including correspondence directly 
mentioning the symphony, as in this letter from Liszt to Mason in 1854: 
 
 
I have written a long Symphony in three parts entitled Faust (without text or 
vocal parts), in which the horrible measures of 7/8,7/4, 5/4, alternate with C and 
 
19 Michael Saffle, John C. Tibbetts, and Claire McKinney. Liszt: A Chorus of Voices : Essays, 
Interviews, and Reminiscences (Hillsdale, NY: Pendragon Press, 2012), xii. Saffle's collection of 
essays and memoirs reflects the global influence Liszt holds in music and several other 
disciplines.  
20 Franz Liszt, Letters of Franz Liszt —Volume 1:From Paris to Rome: Years of Travel as a 
Virtuoso (London: H. Grevel & Co., 1894), 194. 
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3/4. In virtue of which I conclude that you ought to limit yourself to 7/8ths of a 
small bottle of old Cognac in the evening, and never go beyond five quarters!21  
 
  
Mason subsequently shared information about Liszt’s Faust Symphony with Carl 
Bergmann, a cellist in his quartet, which had been founded in New York City in 1855. 
Mason had the highest regard for Bergmann’s conducting skills, describing him as the 
“most noted orchestral conductor of the day.”22 Due to Mason’s influence, Bergmann was 
the first to program Liszt's Faust Symphony in the U.S.  
 Prior to meeting Mason, Bergmann immigrated to the United States in 1850, 
Bergman performed as conductor and first cellist of the Germania Society, composed 
primarily of refugee musicians.23 The Society traveled throughout the United States 
bringing its audience classical symphonies held to a high-performance standard, building 
Bergmann’s reputation. Bergmann was asked to substitute on behalf of Theodore Eisfeld 
for premiere of Wagner's Tannhäuser: Overture; a concert so successful, Bergmann 
returned as the sole conductor of the New York Philharmonic for the next season.24 It was 
in his position, assumed in 1854 and held until 1865, that Bergmann conducted the first 
performance of Liszt’s Faust Symphony in the United States on May 23, 1863 at Irving 
Hall in New York City.  
 
21 William Mason, Memories of a Musical Life (New York: The Devine Press, 1901), 176. 
22 Mason, Memories of a Musical Life, 191. Mason create this quartet in 1855 in New York City 
to provide, “chamber work which had never been performed here (United States).” 
23 Carl Wittke, Refugees of Revolution: The German Forty-Eighters in America (Philadelphia: 
University of Pennsylvania Press, 1952), 295. Bergmann left Europe specifically for his ties to 
the revolutions of 1848, in Vienna. 
24 George Putnam Upton, Musical Memories: My Recollections of Celebrities of the Half Century 
(Chicago: A. C. McClurg & Co., 1900), 51-55. 
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The performance was for a benefit concert hosted by Bergmann with members of 
the New York Philharmonic volunteering unanimously to perform. The New York Times 
posted an advertisement for the event, crediting Bergmann’s conducting abilities: 
 
 
As an orchestral conductor —especially of works of the modern school— Mr. 
Bergmann has no superior. This fact has been fully recognized by the members of 
the Philharmonic Society, who have volunteered en masse. The public will, we 
hope, do the same. The program is unusually interesting, opening with a 
symphony by Liszt, called “Faust,” new to this country (and almost every other) 
and played for the first time.25  
 
 
Critics were initially dismissive of the work, and highly critical of Liszt’s 
symphonic writing. A New York Tribune review of the first performance took issue, in 
particular, with Liszt’s treatment of melodic material: 
 
 
If Faust is to be represented by the anti-melodic school, Liszt has succeeded; for 
anything more ghastly and uninteresting it is not possible to conceive. Liszt is 
magnificent as a pianist, —as a transcriber of opera-pieces for the piano— but as 
a melodist he is worse than bad.26 
 
 
Despite the premiere's poor reviews, Bergmann programmed the symphony for a second 
time on January 30, 1864 by the Philharmonic Society at the Academy of Music, also in 
New York City (See: Figure 1).27 In contrast to the premiere, a review in Dwight’s 
 
25 “Amusements,” New York Times (May 23, 1863), 4.  
26 “Musical Correspondence,” Dwight’s Journal of Music vol. XXIII, no. 5 (1863), 36. This 
article was likely written by John Hassard, chief reviewer of Dwight’s Journal of Music at the 
time.  
27 The two negative reviews came from writers who remained anonymous. One review was from 
Dwight’s Journal of Music (1863) and the other, the New York Times (1863).  
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Journal of Music from Boston was much more receptive, praising Liszt, in particular, for 
his treatment of the motives in the second movement:  
 
 
Liszt’s Faust Symphony occupied the first part, being given here for the first time. 
... The work had the advantage of Carl Bergmann’s able direction, as did the rest 
of the concert, and seems to have pleased many; the Musical Review is even 
enthusiastic about it and thinks the motive that portrays Gretchen as beautiful as 
any of the melodies in Beethoven’s Adagios!28 
 
 
 
 
28 “Philharmonic Society Concert,” Dwight’s Journal of Music vol. XXIII, no. 24 (1864): 192. 
The review is odd in its treatment of this performance as a premiere despite the review Dwight’s 
Music Journal wrote the correct premiere the previous year. The comparison to Beethoven’s 
work is also noteworthy as a compliment of the highest degree.  
Figure 1. 1: New York Philharmonic program of the Faust Symphony, performed for the 
second time in the United States, and for the first time with the New York Philharmonic; 
conducted by Carl Bergmann, 1864 
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Despite these differences of opinion about Liszt’s compositional skills, Bergmann instead 
is praised for his capabilities in leading the orchestra. 
 Liszt’s Faust Symphony was subsequently performed in the U.S. by Theodore 
Thomas, a violinist, who also performed in Mason’s quartet (1854-1868).29 Undoubtedly, 
Mason and Bergmann’s influence inspired Thomas to perform Liszt’s symphony, and 
continue regularly performing the symphony for thirty-two years. Thomas is responsible 
for spreading the piece to the Midwest and for popularizing the middle movement. 
Thomas’s role in promoting the symphony can also be attributed to his interest in the 
New German School. With Wagner as a pillar of his early programs along with 
Beethoven, Thomas sought to “enlarge the repertoire of the public and broaden its 
conceptions.”30 Thomas states in his introduction to his autobiography that he felt it was 
his role to expand symphonic programming:  
 
 
The greatest difficulty I have found in arranging programmes, until very recent 
times, has been to interest the audience in other masters besides Beethoven and 
Wagner… I have never wished to pose as an educator or philanthropist except in 
so far as I might help the public to get beyond certain so-called “popular 
music”…If anything, it has been a fixed principle, and the determination to be 
associated with something worthy and to represent something to which a man 
need not be ashamed of devoting his life, which have actuated me. The practical 
question of “bread and butter" for the orchestra player also entered into the 
problem. If the only aim of a musician were to amuse the people, the sublimest of 
all the arts would soon be lost to humanity.31  
 
 
 
29 Tension had amassed between the Bergmann and Thomas during the first year of performances. 
Bergmann left a year after the quartet’s inception. 
30 Theodore Thomas, George P. Upton, and Leon Stein, A Musical Autobiography (New York: 
Da Capo Press, 1964),17. 
31 Ibid., 17-18.  
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Thomas achieved this interest through programming the works of other German 
composers, especially of the New German School.32 Thomas was a major proponent of 
Liszt’s orchestral music, especially the Symphonic Poems. Thomas premiered Liszt’s Die 
Ideale (S. 106) in 1968, Prometheus (S.99) in 1872, and Orpheus (S. 98) in 1875. He also 
programmed Les Preludes (S. 97) forty-nine times, Tasso (S. 96) sixteen times, and 
Mazeppa (S. 138) twelve.33.  Liszt himself recognized Thomas’s efforts, which he 
mentioned in a letter to Mason dated June 8th, 1867, stating: “I have heard of the highest 
praises of the capability of Mr. Thomas, whom I have to thank particularly for the interest 
he takes in my symphonic poems.”34 
 Thomas’s first performance of the Faust Symphony was on March 21, 1868 at a 
New York Symphony Concert Soiree. This concert featured only the “Gretchen,” 
movement. In fact, of his fourteen performances of the Faust Symphony, six were of just 
the “Gretchen” movement. These six performances fell in an early period (1868-1877) 
and mark the beginning of an enduring trend in the performance practice of the Faust 
Symphony in America.35 It is possible that Thomas intentionally programmed the second 
movement alone for musical reasons. He stated in his autobiography that Liszt’s 
symphonic music was not well suited to small concert halls, such as where the initial 
soiree happened: 
 
 
32 Ibid. The autobiography is created in displaying the Thomas’ programs, demonstrating the 
music and conductors he chose to perform. 
33 Ibid.  
34 Franz Liszt, Letters of Franz Liszt — Volume 2: from Rome to the End (London: H. Grevel & 
Co., 1894), 125. 
35 Reference: Table 1. Thomas’s promotion of “Gretchen” as a stand-alone piece led to audience 
appreciation and familiarity.  Thomas’s practice of performing the middle movement alone was 
repeated by other conductors: William Gericke in 1885 and 1888; unknown conductor in 1905; F. 
X. Arens in 1911; and in Damrosch 1915.  
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Liszt and Wagner both suffered much in the nineteenth century from lack of 
appreciation, in consequence of the small size of halls and theaters at that time. 
Their expanded scores were too noisy for the halls and theaters of their day, nor 
could the balance of the strings withe the other choirs be observed. All this has 
greatly changed. The spirit of expansion soon prevailed generally, and larger 
auditoriums were built. I myself visited three new large modern opera houses— 
those of Paris, Vienna, and Leipzig— in one year (1867). Orchestras have been 
enlarged and larger concert-halls built, until at last, the reverse conditions prevail. 
The modern music is heard to advantage, but in the meantime in these large 
places Mozart and Beethoven have ceased to be effective.36 
 
 
This movement, considerably smaller in scale than its “Faust" and “Mephistopheles” 
counterparts, interchangeably employs the instruments of a wind quintet and a string 
quartet; it also supports Thomas’s wish to program based on the capabilities on the 
venue.  The expanded orchestration of the first, “Faust” and third “Mephistopheles” 
movements which includes a large standard orchestra, including two of every instrument, 
along with harp, four horns, three tenor trombones, bass trombone, tuba, cymbals, 
triangle and timpani, fit Thomas’s larger venues.  Thomas first performed the full Faust 
Symphony at Steinway Hall in New York, March 21, 1874.  
 Thomas can be credited for spreading the symphony to cities beyond New York. 
After his first performance in New York, Thomas introduced the “Gretchen” movement 
to Boston in 1870. Thomas brought “Gretchen” to Chicago as well. Thomas conducted 
the “Gretchen” and final “Mephistopheles” movements along with the “Chorus 
Mysticus” in Chicago in 1888 as a part of a New German School program that also 
featured the music of Hector Berlioz and Wagner.37 In 1899, he conducted the complete 
 
36 Theodore Thomas, George P. Upton, and Leon Stein, A Musical Autobiography, 30.  
37 Theodore Thomas, George P. Upton, and Leon Stein. A Musical Autobiography, 16. Thomas 
cites time as a factor he considers in his programming which may explain the first movement’s 
absence.  
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symphony in Chicago. The Thomas Symphony Orchestra performed the entire Faust 
Symphony to audiences in Cincinnati, Ohio, during the fourteenth May Music Festival of 
Cincinnati, April 9, 1900.  
Thomas’s performances represented the beginning of a more consistently positive 
reception for the composition, at least in terms of the middle movement. The six 
performances of the “Gretchen” movement alone received praise from its audience and 
critics. Remarkably, one of those five performances was in a “Request Programme” given 
on July 23, 1877.  Thomas began his “Request Programmes” in 1877 in Chicago as a 
regular feature of the “Summer Evening Concerts.” Thomas's Chicago audience members 
provided requests that represented public taste of the time.38 However, critics of the 
complete symphony performances still criticized the outer movements, calling them 
“unhealthy,”39 “thankless,”40 and “ungrateful.”41 
 If Thomas took Liszt’s Faust Symphony to the Midwest, Leopold Damrosch is 
largely responsible for promoting the piece in New York. Leopold Damrosch had 
previously traveled to Weimar and performed as solo violinist of the Ducal orchestra in 
1857, of which Liszt was the director.42 In 1871, Leopold Damrosch emigrated to the 
United States at the invitation of the Arion Society in New York, and he brought his 
 
38 Ibid., 198 and 214. Thomas eventually stopped the “Request Programmes” in 1902. He felt it 
became unnecessary to ask the public what they wanted to hear: "He knew what they wished, and 
they accepted what he gave,” 214. 
39Jorge Luis Modolell, "The Critical Reception of Liszt's Symphonic and Choral Works in the 
United States, 1857-1890" (PhD. Diss.: University of Miami, 2014), 482.  
40 “Amusements: Mr. Thomas’ Symphony Concert,” New York Times (March 23, 1874), 4. 
41 “Philharmonic Society” Dwight’s Journal of Music vol. XL, no. 1035 (December 13, 1880): 
208. 
42 Michael Kennedy and Joyce Bourne, “Leopold Damrosch,” The Concise Oxford Dictionary of 
Music (Oxford University Press, 2012).  Liszt mentored Damrosch and encouraged him to 
become  conductor in Breslau in 1858. In support, Liszt performed in Breslau to maintain 
Damrosch’s morale and finances at his new position. Even through Liszt’s efforts, finances did 
not improve at the Breslau Orchestra. 
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direct connections to Liszt with him.43 Damrosch first conducted the Faust Symphony at 
the Academy of Music in 1884, and reviews noted Damrosch’s close connections to 
Liszt, citing in particular, his ability to bring out the emotional intents of the composer: 
 
 
Dr. Damrosch’s orchestra handled Liszt’s “Faust” symphony with 
unimpeachable precision, and with the daintiness, vivacity, warmth, and power 
exacted in turn by the varying moods of the composer. The second movement, 
illustrating the character of Gretchen, is best fitted, by its suave beauty, to please 
a miscellaneous audience, but, as a specimen of illustrative and significant music, 
and as an exemplar of tone-coloring of the most vivid description, the third—the 
scherzo, typical of the spirit of negation, embodied by Mephistopheles—is, in or 
judgment, to be most admired. Works of this order are, as heretofore intimated, 
not likely to become popular, but their occasional production and performance, 
inciting the listener, as they do, to unusual mental activity, are certainly not to be 
discouraged.44  
 
 
 
Damrosch promoted Liszt in the U.S. as the “ideal musician of our times,” honoring their 
close friendship in the performance of Liszt’s music.45  
 After Damrosch’s death, his son, Walter Damrosch, with the same reverence held 
by his father, promoted Liszt and his New German School ideals.46 Walter Damrosch 
reintroduced the symphony in its entirety to New York in 1894, and subsequently 
performed the symphony six times over a span of twenty years, thereby keeping it in the 
ears of audiences well into the twentieth century. This was not lost on music critics, who 
noted the importance of New York for the reception of Liszt’s symphonic works:  
 
 
43 Ibid., This position ended soon after, the year long tenure credited to his progressive 
programming of the entire first act of Wagner’s Die Walküre. In 1877 Leopold Damrosch 
established the New York Symphony Society. 
44 “Amusements: Yesterday’s Symphony Concert,” New York Times (March 9, 1884), 6. 
45 Walter Damrosch, My Musical Life (New York: Charles Scribner’s Sons, 1926), 38. 
46 Ibid., 39. 
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New York was ahead of Breslau, as many more important German cities in 1863, 
as well as before and since. The first production of the symphony, in point of fact, 
took place in Weimar in 1857. It has been on the programs of the Philharmonic 
Society from time to time since then and was last heard here in 1905.47  
 
 
Even so, critics noted that the music was mainly for artistic elites: “When Mr. Thomas or 
Dr. Damrosch announces Brahms’s ‘German Requiem’ or Liszt’s ‘Faust’ symphony, 
musical people go to hear them. People who are not fond of high-class music don’t go. 
The whole audience is in sympathy with the performance.”48 
 Like those before him, Damrosch programmed the work despite largely negative 
reviews. His insistence to keep this work in the repertoire is noted by a New York Times 
review on October 28, 1911 that mentions Damrosch’s “duty” to play works of Liszt to 
celebrate his centennial birthday:  
 
 
This pious duty will be fulfilled in the weeks immediately following Oct. 22, the 
exact date of the master’s birthday; and, then it will no longer be requisite to 
inflict such amorphous programs upon the docile public as that which Mr. 
Damrosch presented yesterday. A frequent repetition of them would be a severe 
test of the public longing for Liszt that the public has been so much spoken of in 
these recent days.49 
 
 
Indeed, it was a duty Damrosch felt to continue his father's and Liszt's legacy. Together, 
Leopold and Walter Damrosch performed Liszt's Faust Symphony nine times over their 
careers.50  
 
47 “The New York Symphony,” New York Times (December 30, 1907), 7.  
48 “Music Between the Acts,” New York Times (March 8, 1884), 4. 
49 “Symphony Society Gives Liszt Music,” New York Times (exact date, 1911), 13.  
50 Reference: Table 1.  
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 The Liszt Faust Symphony continued to be championed in the U.S. by German 
émigré musicians, or those that had personally studied with him, until World War I. Karl 
Muck, for instance, was a major promoter of the piece with the Boston Symphony 
Orchestra.51 Muck was long connected to the New German School, having spent 
summers at the Wagner Festival in Bayreuth beginning in 1892; he became the principle 
conductor at Bayreuth in 1903. It was during these festivals that Muck discovered a 
modified version of Liszt’s Faust Symphony in Wagner’s home in 1912.  Muck, along 
with Wagner, supposed Liszt personally modified this version of the symphony, making 
changes and additions in 1883. Muck brought the score back to the U.S., giving the world 
premiere of Liszt’s revised Faust Symphony in Boston on January 1st and 2nd, 1915, at 
Symphony Hall in Boston (See: Figure 1.2).52 Much can be gleaned of Muck’s 
performance style from reviews of the performances. A reviewer from the Boston Post 
was knowledgeable with the earlier version and able to recognize the alterations, which 
they considered an improvement.  
 
 
Liszt’s emendations are said to be not extensive. They consist in the addition of 
the bass clarinet to Liszt's table of instruments employed for the symphony, in the 
rescoring of some passages, and in a number of not very extensive excisions, and 
in the extension of a passage in the last movement. The work has, however, unless 
the memory of the writer is wholly at fault, been made more brilliant in its 
coloring, more distinct in the contrasting of voices and tone-colors, and more 
 
51 Melissa Burrage, The Karl Muck Scandal (Rochester, NY: University of Rochester Press, 
2019), 11-18. Muck was born, studied piano, and initiated his conducting in Germany. He was 
invited to conduct the Boston Symphony Orchestra in 1906 by Henry Lee Higginson, founding 
conductor of the Boston Symphony, to which Muck agreed on June 4, 1906. 
52 “U.S. Alien Property Custodian,” Annual Report, Office of the Alien Property Custodian 
(Washington, DC: US Printing Office, 1919), 601. The whereabouts of the score are currently 
unknown. It is likely that the score was taken from Muck's apartment at 50 Fenway in 1918, when 
the Borough of Investigation raided his house. 
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concise… Dr. Muck conveyed the spirit as has no conductor before him… 
Yesterday all of the music seemed inevitable and unalterable.53  
 
 
Given the minor revisions made in Liszt’s score, and the improbability audiences 
would recognize these revisions by listening alone; the positive reception of Muck’s 
performances can be credited to Muck’s abilities as conductor, rather than Liszt’s 
modifications. Phillip Hale, supports this claim in his review written for the Boston 
Herald on January 2nd, 1915: 
 
 
There have been performances of Liszt's symphony in Boston, with and without 
the final chorus, during the last 35 years, but the music was never heard here in its 
full beauty and dramatic power until yesterday. Nor was this due to the fact that 
Dr. Muck conducted from a score revised by Liszt a few years before his death, a 
score that hitherto had not been used in a concert hall and knows no publisher. 
The glory is to Dr. Muck himself and the superb instrument on which he played, 
an instrument that included a chorus, which had been well prepared, and in the 
performance showed fine tonal quality and impressive volume. Dr. Muck was the 
first to make us realize and appreciate the organic whole, the imposing structure, 
the closer relationship between the three movements, the dramatic 
characterization of Faust, Gretchen, Mephistopheles; and for the first time the 
final chorus had marked significance. Not only was there constant evidence of the 
infinite pains taken in the rehearsal of the symphony; there was the poetic, the 
dramatic, the imaginative, ruling spirit that vivified the music and removed all 
thought of pedagogic drill… For the first time within our recollection the music 
itself made a deep impression on the audiences.54 
 
 
 
 
53 “Boston Post: Dr. Muck’s Greatest Triumph,” Press Notices: Season 1914-1915 (1915). This 
newspaper clipping was found in the Boston Symphony Orchestra Archives’ Press Notice 
Scrapbooks. 
54 Philip Hale, “Boston Herald: 10th Public Symphony Rehearsal” Press Notices: Season 1914-
1915 (1915). This newspaper clipping was found in the Boston Symphony Orchestra Archives’ 
Press Notice Scrapbooks. 
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Figure 1. 2 Boston Symphony Orchestra program of the first performance of Liszt’s revised Faust 
Symphony, conducted by Dr. Karl Muck, 1915. 
 
Muck shifted audience view of the work; once divided, this view was now unified 
in celebrating Liszt. The favorable reception Muck curated extended to all performances 
of the Faust Symphony between the years of 1915-1917; including performances by 
Damrosch (1915) and Stranksy (1917).55 Several newspapers report Muck recalled to the 
stage several times after performances of Liszt’s revised Faust Symphony.56 
 
55 Reference: Table 1.  
56 These newspaper clippings were taken from the Press Notice Scrapbooks of the 1914-1915 
season, housed in the Boston Symphony Orchestra Archives.  
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The Popularization of the Faust Symphony by an International Array of Conductors after 
World War I 
World War I and related anti-German sentiment in the U.S. led to the end of the German-
émigré school of conductors who promoted the works of the New German School in the 
U.S. However, these conductors had established the piece in the repertoire enough that it 
did not disappear or dissipate during or after World War I, as did happen to the repertoire 
of several other German composers, including Max Reger, Carl Reinecke, and Ferruccio 
Busoni, for instance.57 In Liszt's absence, his music survived through a new group of 
conductors from countries other than Germany. This group effectively popularized the 
piece, bringing it out of the concert hall to the masses through recordings and lecture 
concerts. 
 Pierre Monteux was the first conductor without German roots to perform Liszt's 
Faust Symphony in the U.S. Even though Monteux accepted the position as conductor of 
the Boston Symphony Orchestra with the stipulation that he would not perform the music 
of Wagner, Richard Strauss, or any living German, he continued to program music of 
legacy German composers, such as Liszt.58 Liszt’s music, along with other legacy 
composers such as Beethoven and Brahms, were programmed alongside Franco-Belgian 
and Russian music.59  It is notable that Monteaux conducted Liszt’s Faust Symphony 
twice during his five-year tenure as conductor. Although Monteaux did not maintain the 
audience appreciation Muck established, it was not because of his personal shortcomings. 
 
57 Erinn Knyt, “Ferruccio Busoni, the Boston Symphony Orchestra, and Expanding Musical 
Borders” (forthcoming in American Music), 23. 
58 Doris Monteux, It's All in the Music: The Life and Work of Pierre Monteux (London: Kimber, 
1966), 54.  
59 Knyt, 20. Legacy composers were still performed during war years in moderation. These 
composers received revivals in their music following the war.  
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Changing taste was partly responsible. The Faust Symphony's critics faulted the work’s 
ties to romanticism and Muck, as evident in a March 18, 1923 review: 
 
 
No performance of the ‘Faust Symphony’ will convert the unconvertible among 
those who hear. Of old, they defended themselves by saying that they yielded to 
Dr. Muck; but neither to Liszt, nor to the music. Yesterday, of course, they were 
surer than ever of his and its demerits. Their grievance is easily discoverable and, 
at bottom, it is amusing. They cannot contend with Liszt as he was; as in his 
music he remains; always they would have him something different—and that he 
could not be. Liszt was a romantic temperament; he lived and worked through a 
romantic period. Few romantics have taste—possibly an over-exalted quality; few 
abound in self-criticism—a useful virtue in the practice of the arts. By very nature 
a romantic is not likely to be choice of expressive means.60 
 
  
Monteaux’s successor in 1924, Serge Koussevitzky, is responsible for creating the 
first recording of the piece in the U.S. He conducted many French and Russian pieces for 
the first time, as well as the music of young U.S. composers. For instance, he championed 
the music of Igor Stravinsky in the U.S., as well as the compositions of Aaron Copland. 
Yet requests for more German compositions led him to program Liszt’s Faust Symphony 
during his second season.61 The piece was well received, and he went on to perform 
Liszt’s Faust Symphony twenty-two additional times during his twenty-five-year career 
with the Boston Symphony Orchestra.  
 Koussevitzky left a permanent mark on the performance practice of the Faust 
Symphony on February 13, 1926 by recording a rehearsal of the “Faust" movement with 
 
60 “New York Times: March 18, 1928” Press Notices: Season 1928-1929 (1928). This newspaper 
clipping was found in the Boston Symphony Orchestra Archives’ Press Notice Scrapbooks. 
61 Moses Smith, “Koussevitzky and The Boston Symphony Orchestra, " from Koussevitzky (New 
York: Allen, Towne & Heath, Inc., 1947). 
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the Boston Symphony Orchestra at Symphony Hall in Boston.62 This is the first recording 
of the Faust Symphony, created for one of the initial installments of a series of live 
broadcasts by the Boston Symphony Orchestra.63  Koussevitzky’s rehearsal was recorded 
nine years before the first recording of the entire symphony by Selmar Meyrowitz in 
1935.64   
 Koussevitzky’s recorded rehearsal is telling of his interpretation of the symphony, 
as well as what he wanted to convey in his performances; highlighting Koussevitzky's 
desire for clarity, precision, and extremes in dynamics and articulations. The recording 
begins with the last six measures of the “Gretchen" movement. Koussevitzky yells “tutti” 
to the Orchestra as the end of the movement plays at a tempo of 92bpm. The first “Faust” 
movement is introduced as first note sounds, but Koussevitzky immediately cuts the 
ensemble off (0:54), stating, “No, you are not together. Fortissimo, Diminuendo, and 
Piano.” The orchestra then plays the introduction again for five bars until  Koussevitzky, 
again, stops the ensemble, stating (1:46): 
 
 
No, not together. Mighty friends you are not together. And the clarinets a little 
more piano again. Please begin without [sic.] without any accents. As soft as you 
can. Please begin the beginning. Fortissimo. [first two notes played] no it isn’t 
good because in the second beat you are not together.  
 
62 Serge Koussevitzky, conductor, “Faust Symphony: 1st Movement,” by Franz Liszt, recorded 
February 13, 1926, track 1 on Great Conductors in Rehearsal, Archive Documents, ADCD 200.  
The 78 rpm. acetates were transferred to L.P. acetates during the 60s. This recording was later 
published in 1996 as part of a CD series titled “Great Conductors in Rehearsal.”  
63 “Brief History of the Boston Symphony Orchestra Broadcasts,” Boston Symphony Orchestra, 
https://www.bso.org/media/4817568/bso_streaming_release.pdf (Accessed November 28, 2019). 
"The BSO’s first live concert broadcast took place on January 23, 1926, initiating a series of 
Boston Symphony broadcasts, privately-funded by Winfield S. Quinby, a ‘well-known Boston 
coffee merchant,’ that continued through the 1927-28 season.”  
64 Kurt Graunke, conductor, "A Faust Symphony,” by Franz Liszt, recorded 1950, on A Faust 
Symphony: Mazeppa, Urania Records, URLP 7066. 
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Koussevitsky’s exactitude extended to the dynamics, which he insisted must be followed 
precisely. His own virtuosic demonstrations were thus educational and inspirational for 
the ensemble. During the second iteration of theme 1 in measure 12, Koussevitsky, for 
instance stated: (3:53): 
 
 
No. No, no gentlemen it is piano. It is forte piano, and it remains piano. There 
are no more crescendos, and I would have the clarinet [demonstrates by singing 
and instructs “piano” in the middle of singing the phrase]. Will you please hold 
the fermato 1...2…3… bars. Count the fermato… 4 bars. Take it four bars, read 
the fermato. Alto 1 [plays measure 7 phrase]. No, no, you are not together, and it 
is a diminuendo. It isn’t a crescendo, a diminuendo, piano [sings phrase]. 
 
 
 
The orchestra is then instructed to play through the entire first movement (20:38), but the 
recording ends roughly six minutes into the piece, 8 measures after rehearsal G (26:09).  
 Koussevitzky’s rehearsal demonstrates his desire to accentuate character and 
expression in Liszt's Faust Symphony. The dynamics Koussevitzky demands are extremes 
of those listed in the score.65 For instance, the first note of the introduction is marked 
forte, rather than fortissimo as Koussevitzky requests. Similarly, Koussevitzky instructs 
his orchestra to play "as soft as they can” during the first iteration of theme 1, in 
measures 1-3 when they are marked as just piano. Koussevitzky commands "profound 
sound" (14:57), and for the orchestra to play "as warm as you can, molto espressivo” 
(15:20).  
 Koussevitzky’s pupil, Bernstein, would continue Koussevitzky’s dynamic 
interpretations of the symphony. As the first U.S. born conductor to champion the 
composition, Bernstein reportedly performed the work as if he, like Faust, was possessed 
 
65 Franz Liszt, Eine Faust-Symphonie [Score] (Eulenburg, London: Ernst Eulenburg, 1930). 
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by the spirit of the devil. This is demonstrated in a video recording of Bernstein’s 
performance of the Faust Symphony with the New York Philharmonic for the fifteenth 
season of “Young People’s Concerts,” broadcasted February 13, 1972.66 The concert, 
titled, “Liszt and the Devil” not only highlights Bernstein’s extreme interpretation and 
performance, but Bernstein’s pedagogical influence over the children and their families in 
the United States in their understanding and appreciation of music.67 
Bernstein is important in the reception of the work, because he brought it outside 
the elitist classical music circles to general audiences in the United States. He did this 
primarily through his “Young People's Concert,” and his two recordings. The first 
recording with the New York Philharmonic featured Bernstein conducting both the Faust 
Symphony and Les Préludes; it was produced by Columbia Records in 1960.68 A review 
by Billboard, marketed heavily towards music lovers, described it as a best seller: 
“Something wonderful has happened to the sounds of spring, the big sounds of these sure 
fire new best sellers from Columbia records”69 Another by High Fidelity Magazine offers 
that, “Of the three [conductors], Bernstein's interpretation is superficially the more 
exciting. But the playing he draws up from the New York Philharmonic, though lively 
and rather more polished than Horenstein’s orchestra, is not tidy enough.”70 Bernstein’s 
second recording with the Boston Symphony Orchestra for Deutsche Grammophone took 
 
66 Leonard Bernstein, and The New York Philharmonic,  “Liszt and the Devil,” Young Peoples 
Concert: Season 15 (CBS, 1972).   
67 Howard Shanet, Philharmonic: A History of New York’s Orchestra (Garden City, New York: 
Doubleday, 1975), 328-29. Bernstein’s efforts in education are well demonstrated in his “Young 
People’s Concerts.”  
68 Leonard Bernstein, conductor, “A Faust Symphony,” by Franz Liszt, recorded 1960, on A 
Faust Symphony. Les Préludes; Symphonic Poem, Columbia M2L 299. 
69 “AD,” Billboard Magazine (1964), 23. 
70 “Liszt on Records” High Fidelity Magazine (1976), 52. 
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place in 1976.71 A video recording was also made at the time of the audio recording.72 
This recording of the Faust Symphony is said to be five minutes faster than that of 
Koussevitzky's performances, yet another example of Bernstein’s willingness to push the 
limits for public approval.73 The recording was reviewed and marketed towards all music 
lovers, again. This can be demonstrated by Grammophone Magazine’s review of the 
recording as “Orchestral execution is first rate…bargain -wise one may say that 
Bernstein’s Boston recording takes first place.74 
Although he was not the first to establish “Young People’s Concerts” with the 
New York Philharmonic, Bernstein was the first to reach such a vast audience in CBS’s 
broadcasting of the performances. As such, he brought Liszt’s Faust Symphony to a much 
broader audience. Once the project was launched (1958), it was decided that the concerts 
would be televised without adding any special effects or making edits as the concert was 
presented live to preserve the idea of “reporting” it. This philosophy was maintained even 
after live broadcast was given up in exchange for delayed taping. No major changes were 
made to preserve Bernstein's “spontaneity” and “freshness.” Moreover, the intent was to 
reach as broad an audience as possible. Students were offered tickets at reduced prices to 
select subscription events, with the Philharmonic Society covering the difference in the 
ticket prices. Approximately five thousand tickets were sold annually at the student price, 
$1.50, in the 1960s. When Lincoln Center was established in 1960, outreach education 
 
71 Leonard Bernstein, conductor, “Eine Faust-Symphonie,” by Franz Liszt, recorded 1976, 
Deutsche Grammophon, ADD 447449. 
72 Franz Liszt, Leonard Bernstein, and Kenneth Riegel, A Faust Symphony [Video Recording] 
(Munich: Euro Arts, 2008). 
73 Guest Artist, “Liszt A Faust Symphony,” Grammophone Magazine (Deutsche Grammophone, 
1996), accessed September 30, 2019, http://www.gramophone.co/uk/review/liszt-a-faust-
symphony-2.  
74 Ibid. 
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opportunities were created for youth with the Lincoln Center Student Program. Prizes 
were awarded to honor outstanding high school seniors each year as part of this initiative. 
The Philharmonic collaborated with various arts organizations for the purpose of 
extending its reach. Collaborators included the American Symphony Orchestra League, 
the New York State Council on the Arts (NYSCA), the American Conductor’s Project, 
and the Mitropolous International Music Competition. The “Young People’s Concert’s” 
were initially broadcasted by CBS on Saturdays at 7:30 (prime time) but were moved to 
Sunday afternoons once their reputation had earned them a sizable audience. At this point 
the concerts were well established and were represented in popular media such as the 
Peanuts cartoons. Bernstein performed Liszt’s Faust Symphony as his second to last 
“Young People’s Concert" in the series’ fifteenth season.75 
 In his Young Person’s Concert, Bernstein introduced the symphony as Liszt’s 
“true masterpiece, which unlike his familiar handful of works [as he demonstrates on the 
piano excerpts from  Liszt’s Hungarian Rhapsodie No. 2 in C-Sharp minor (S.244), 
Liebesträume No. 3 (S. 541), and the Piano Concerto No. 1 in E-Flat Major (S.124)] is 
simply not performed much.”76 Bernstein provided background on the story of Goethe’s 
Faust, of Liszt as a person, and of Liszt’s portrayal of Goethe’s characters. Five “Faust” 
themes are highlighted, including: doubt, yearning, passion, ideal love, and heroism. 
Lastly, Bernstein demonstrated thematic transformation of the “Faust” themes found in 
 
75 Howard Shanet, Philharmonic: A History of New York’s Orchestra, (Garden City, New York: 
Doubleday, 1975), 328-29. 
76 Leonard Bernstein, Young People's Concerts Scripts: Liszt and the Devil [typescript on white 
paper], (Library of Congress, 2019), 2, accessed October 14, 2019, 
https://www.loc.gov/item/lbypc.0553/. Bernstein counters this statement by offering his planned 
contribution to the performance of Liszt’s music through playing the symphony with the New 
York Philharmonic. The performance, with Boulez, took place on November 14, 1971. 
Reference: Table 1. 
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the third, “Mephistopheles,” movement, such as in measures 5-8 and 13-16 after 
rehearsal “Aa”.77  
 Bernstein glamorizes the Faust Symphony as a piece receiving influence from the 
devil. He demonstrates this influence in several ways; first, likening Liszt’s life to 
Faust’s, asking the audience if Liszt could have received “contact with infernal 
powers”.78  Bernstein speaks of Liszt’s performance technique, adding to Liszt’s 
audience’s belief that he was possessed by the devil.  Bernstein joins this tradition, 
employing conducting techniques that add flare to his performance.79 These can be 
observed especially in the first and third movements. Here, the recording captures 
Bernstein: jumping,80 mouthing articulation,81 air-playing with the sting instruments,82 
violently slashing his baton up and down,83 and exuding so much energy that a drop of 
sweat rolls down his nose.84 Even the programming reflected Bernstein's wish to 
categorize Liszt's Faust Symphony as “Devil Music.” The final, "Chorus Mysticus,” is not 
performed because Bernstein states it is an “afterthought” that detracts from the 
“Mephistopheles” movement; “because all Liszt really cared about in the final movement 
was that old devil.”85  
 
77 Marius Buia, Leonard Bernstein: Young People's Concerts, Volume 2: “Liszt and the Devil,” 
YouTube, accessed November 1, 2019, video, 
https://www.youtube.com/watch?v=aGRIt6fXoVg&t=1461s.  
78 Ibid., (37:41).  
79 Martin Alsop, “Leonard Bernstein, the conductor” (NY: The Leonard Bernstein Office, INC, 
2019), accessed November 24, 2019, https://leonardbernstein.com/about/conductor. Bernstein 
was known to over-exaggerate his conducting and artistic devices in pieces he performed to gain 
public interest. 
80 Ibid., (43:12, 44:13). 
81 Ibid., (43:39). 
82 Ibid., (44:20). 
83 Ibid., (44:52). 
84 Ibid., (24:18). 
85 Ibid., (36:40). 
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Coda  
After Bernstein, numerous performers have played Liszt’s Faust Symphony  in the U.S., 
signifying its widespread acceptance and significance in orchestral literature. Riccardo 
Muti, for instance, programmed it with the Philadelphia Orchestra (1983), Sir George 
Solti with the Chicago Symphony Orchestra (1986), and Simon Rattle with the Los 
Angeles Philharmonic (1994). Muti’s performance was subsequently recorded in 1982 
and widely distributed by EMI classics in 1983.86 Solti’s performance took place in 1986, 
celebrating the centennial anniversary of Liszt’s death. The performance was recorded 
and also given a live radio broadcast. One review from the Chicago Sun on January 17, 
1986 referenced the similarities between Solti’s performance and Koussevitsky’s, 
continuing the trend of inheritance of Liszt's music.87  Rattle’ s performance was distinct 
in his heightened tempo, clocking in the performance at 66 minutes, drastically faster 
than the two conductors before him. A review by the Daily Breeze of Torrence California 
credits the acceleration of tempo to Rattle’s effort to “lift [the Faust Symphony] up.”88 
The review spoke of his efforts to create wide contrast between sections, which seems in 
line with Rattle’s attempt to enliven the piece.   
 Despite the Faust Symphony’s importance in U.S. orchestral repertoire throughout 
twentieth century performances, spanning from the East to West Coasts; there has been a 
rapid decline in performances in the late twentieth and early twenty-first centuries. After 
 
86 Riccardo Muti, conductor, “A Faust Symphony,” by Franz Liszt, recorded 1983, on Liszt: A 
Faust Symphony / Les Preludes, Angel Records, DSB-3298, accessed November 24, 2019, 
http://www.emiarchivetrust.org/about/hisotry-of-emi/. By 1989, EMI was the undisputed World 
Leader in Record Publishing. The performance lasted 1 hour, 16 minutes, and 39 seconds.  
87 Robert Marsh, “Solti Returns, Takes Symphony all out with Liszt Program” Chicago Sun 
(Chicago Sun, 1986), 37. Performance was 74 minutes and 16 seconds.  
88 Richard S. Ginell, “Rattle and Company Tackle ‘Faust’,” Daily News of Los Angeles (February 
10, 1990), L19.  
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Simon Rattle’s performance in 1990, only five more U.S. performances followed. This 
trend is reflected in Europe as well, with the last major performance of the work given in 
1999 by Daniel Barenboim and the Berliner Philharmoniker. Consequently, the decline in 
performance of the Faust Symphony has led audiences to forget the piece. 
 The most recent performance of the Faust Symphony, performed by the National 
Symphony Orchestra (2019) conducted by Gianandrea Noseda, received a telling review 
by The Washington Post. Emphasizing the lack of commitment demonstrated by Noseda, 
the review reveals that even those passionate for nineteenth century symphonic repertoire 
have become bored of Faust: 
 
 
I must have enjoyed it, and indeed I found the work moved quickly, in this 
performance, and was an interesting thing to have heard. Also, Noseda had the 
orchestra particularly on point. But the whole program didn’t have the 
immediacy or excitement of something necessary; it was an exercise in filling an 
evening with passably attractive music. I think this orchestra and conductor are 
capable of more, and I hope they find more programs to bear that out. 
 
 
Yet, if the Faust Symphony’s popularity is in decline in the United States, that in 
no way negates the importance of the work for over 100 years within symphonic 
literature.89  As this chpater has shown, the piece was a major part of concert programs at 
the most important symphonic institutions, and garnered wide popular appeal. It was 
championed by conductors not only with direct ties to Liszt and the New German School, 
but also to an array of international figures after World War I.  
 
89 Robert J. Flanagan, The Perilous Life of Symphony Orchestras: Artistic Triumphs and 
Economic Challenges, (New Haven: Yale University Press, 2012). Financial support for United 
States orchestras differs from the support orchestral institutions receive abroad, with governments 
providing large subsidies for the arts.  
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 While the next chapter of the reception of Liszt’s Faust Symphony is hard to 
predict, it would be safe to say that Liszt’s Faust Symphony helped shape the orchestral 
repertoire of the most important institutions of the United States. Moreover, the piece is a 
testament to Liszt’s importance as a composer of new and progressive ideas about 
symphonic writing in his own day and age. In studying this work, Liszt’s legacy 
continues, as well as the communication between artists and scholars of the world. 
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CHAPTER 2 
MASTERWORK HOUR: LISZT’S FAUST SYMPHONY REACHES THE MASSES 
 
Numerous performances of Franz Liszt’s Faust Symphony’s in concert halls across the 
Unites States, as described in chapter one, guaranteed a large audience; however, this 
audience did not represent the majority of Americans living in rural areas or those 
financially unable to purchase tickets. This restricted audience changed after the New 
Deal, which emphasized the importance of broadcasting educational programs to citizens 
of the United States. For instance, on March 10, 1937, the Faust Symphony aired to a 
Boston audience by a local radio station (See Appendix, Table 2.1). After this broadcast, 
the radio, as well as numerous phonograph recordings, brought the symphony to citizens 
all over the United States, many of whom previously lacked the resources, or else were 
too far removed geographically to attend a live symphonic performance.  
 Classical music’s dissemination via the radio was discussed in popular magazines, 
including a Life Magazine article (1939) by Henry Luce, which described the growth of 
classical music education in rural America.90 Widespread public appreciation ensured 
that the Faust Symphony was broadcasted several times a year from 1944 to 1988; in the 
 
90 Henry Luce, “The Flowering of the Valley: Iowa Trains Creative Artists,” Life: America’s 
Future vol. XI, no. 23 (New York: Time Inc, June 5, 1939), 58. By 1939, Life had become 
profitable, and it eventually became the most widely circulated magazine in the world; until the 
1960s, when television took the picture magazine's readership. This specific magazine sold for 
ten cents. The article displayed was titled “The Flowering of the Valley: Iowa Trains Creative 
Artists,” and  the text preceding Figure 2.1 starting on page 54 reads: 
“There is a great American boom starting. It is a boom in the arts and its cradle is the Valley—the 
Mississippi Valley, a thousand miles deep from Minnesota to New Orleans and 1,500 miles wide 
from Pittsburgh to Yellowstone— the greatest most productive stretch of unbroken green in the 
world. The Valley is East and West, North and South. It is the home of the real American 
culture…America borrowed its political system from Europe and its industry grew on the Atlantic 
seaboard. But its arts— painting and sculpture and literature and music—these are just beginning 
to flower and they are flowering in the valley.”  
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present day, recordings of the work made in the United States are available through 
internet platforms, including YouTube and Spotify, which boast millions of views. Faust 
Symphony’s representation in media thus provided platforms for all Americans, 
regardless of demographic, to experience Liszt’s work.  
 
Figure 2. 1: Life Magazine Article 1939 depicting a boy from Iowa learning an arrangement of 
the Faust Symphony on the double bass. 
 
Article Text: “Bill Meardon’s great-grandmother drove an oxteam out across the Mississippi in 
1838, with a rifle on her knees. His father is a farmer on some of the richest soil in the world. Bill 
himself is a sophomore in the University’s School of Fine arts, majoring in music. Here, on the 
front porch of the family farmhouse near Iowa City, he is practicing Liszt’s Faust Symphony on 
the double-bass. Besides playing he double bass in the University orchestra and the clarinet in the 
University band, he has his own nine-piece dance orchestra (“Bill Meardon and his Orchestra”) 
which travels around Iowa in a trailer.” 
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By means of radio and record advertisements and reviews, scholarship on radio 
broadcasting, and film scores, this chapter provides the first overview of Liszt’s 
representation in U.S. media, specifically through one of his greatest symphonic works, 
the Faust Symphony. This chapter documents radio broadcasts and advertisements, 
revealing the considerable airtime and marketing the Faust Symphony received. Through 
the performances of Liszt’s Faust Symphony on radio broadcasts, recordings, and film 
scores, this chapter explores the dissemination of the Faust Symphony in the United 
States. This thesis participates in recent scholarly interest in the globalized spread of 
Liszt‘s compositions yet takes a unique approach in focusing on his rarely discussed 
symphonic composition and its dissemination in United States media.91 
 
Radio 92  
The celebrated image of the 1920s, fits nicknames, the “Roaring 20’s” or the 
“Jazz Age”, to its images93, recordings94, or movies95 highlighting big bands and flapper 
girls, embraced dissipation and glamour. Less depicted though, is the simultaneous 
disunion between rural and urban communities. By 1920, the census showed that for the 
first time, a majority of Americans resided in urban communities, a landmark in the 
 
91 Michael Saffle, Liszt's Legacies: A Collection of Essays (Hillsdale, New York: Pendragon 
Press, 2014).  
92 This section refers to appended Table 2.1. 
93 Glamourdaze, “1920s Fashion History – Concise Guide to Dress and Style,” YouTube, June 5, 
2014, video, https://glamourdaze.com/history-of-womens-fashion/1920-to-1929. 
94 Vintage Swing Dance, “Duke Ellington Orch. - Jubilee Stomp (Duke Ellington) 1928” 
YouTube, video, March 15, 2011, https://www.youtube.com/watch?v=7atwjmPcxng. 
95 Department of Afro-American Research Arts Culture, “Preview Clip: Black and Tan (1929, 
Duke Ellington, Fredi Washington)” YouTube, video, January 27, 2018, 
https://www.youtube.com/watch?v=icScXBDD1ls. 
Warner Bros. Pictures, “The Great Gatsby - Official Trailer #1” YouTube, video, October 17, 
2012, https://www.youtube.com/watch?v=4w8lohkQtbY. 
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nation’s development.96 This shift received considerable academic attention, highlighting 
discord between “old” and “new” communities growing more distant as immigrant 
populations grew.97  
 After the onset of the economic crash in 1929 leading to the Great Depression, 
Americans looked to Franklin Delano Roosevelt who promised, in his first inaugural 
speech of March 4th of 1933, to bring relief and efforts to unify the people.98 Within the 
first year of his term, Roosevelt passed the “New Deal” in an attempt to reform the 
broken nation. Even despite these efforts, classical music suffered, with annual record 
 
96 Eagles, Charles W. "Urban-Rural Conflict in the 1920s: A Historiographical Assessment." The 
Historian Vol. 49, No. 1 (1986), 27.  
97 Ibid., 28.  Several academic writings highlighted in Eagle’s book suggested the significance of 
urban-rural conflict in the United States. 
Lewis Mumford, “The City,” from Civilization in The United States: An Inquiry by Thirty 
Americans, ed. Harold Stearns (New York, 1922), 17.  Lewis Mumford claimed that “Those who 
do not wish to remain barbarians must become metropolitans.” He saw developing in the United 
States a “breach…between metropolis and countryside,” caused in part by the “envy and 
resentment of the farming population.”André Seigfried, America Comes of Age (New York, 
1927), 3.  Siegfried thought that the Ku Klux Klan set native-born, Protestant, rural America 
against Catholic, immigrant, urban America and declared that the “essential characteristic of the 
post-war period in the United States is the nervous reaction of the original American stock against 
the insidious subjugation by foreign blood.”  
H. Richard Niehbuhr, The Social Sources of Denominationalism (New York, 1929), 184.  
“Fundamentalism was closely related to the conflict between rural and urban cultures in 
America…representative of the antagonism of political and economic minorities against the 
eastern or norther urban industrial majority.” 
98 William D. Pederson, The FDR Years (Facts on File Library of American History, 2009), 334.  
“Hand in hand with this we must frankly recognize the overbalance of population in our industrial 
centers and, by engaging on a national scale in a redistribution, endeavor to provide a better use 
of the land for those best fitted for the land. Yes, the task can be helped by definite efforts to raise 
the values of agricultural products and with this the power to purchase the output of our cities. It 
can be helped by preventing realistically the tragedy of the growing loss through foreclosure of 
our small homes and our farms. It can be helped by insistence that the Federal, the State, and the 
local governments act forthwith on the demand that their cost be drastically reduced. It can be 
helped by the unifying of relief activities which today are often scattered, uneconomical, unequal. 
It can be helped by national planning for and supervision of all forms of transportation and of 
communications and other utilities that have a definitely public character. There are many ways 
in which it can be helped, but it can never be helped by merely talking about it. We must act. We 
must act quickly.” 
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sales plummeting from $46 million in 1930 to $5 million in 1933.99  This fall inspired 
those in broadcasting and recording industries to “focus on educating listeners about, and 
exposing them to, what critics and musicologists considered the best in serious 
composition. These experts believed that with education and exposure, the public’s taste 
in music could and would be uplifted.”100 
 This effort to educate and expose listeners to classical music was spearheaded by 
the Federal Communications Commission (FCC), formed in 1934 to oversee he growth 
of the recording industry. The FCC wanted classical music broadcasted for two reasons. 
First, the FCC aimed to maintain high standards of programming. This included 
"educational radio,” which several members of congress spoke openly about following 
government encouragement.101 The second reason was prestige. Including well-known 
orchestras or conductors in programming was a draw to audiences and sponsors and 
became a direct reflection of the station and its underwriters. The FCC was supported by 
the second iteration of New Deal reforms in 1935 when the Works Progress 
Administration (WPA) began to successfully employ millions of Americans in the visual 
and performing arts. The Federal Music Project (FMP), a branch of the WPA, employed 
 
99 David Eldridge, American Culture in the 1930s (Edinburgh University Press, 2008), 95.  
100 William H. Young, Music of the Great Depression, with Nancy K. Young (Westport, CT: 
Greenwood Press, 2005) 
101 Allida M. Black, ”Eleanor Roosevelt (1884-1962): First Lady, Social Welfare Advocate, 
Human Rights Leader,” Eleanor Roosevelt Papers Project, George Washington University, 
accessed March 15, 2020, http://socialwelfare.library.vcu.edu/eras/great-depression/eleanor-
roosevelt/. 
“Just as she listened to the concerns of youth, ER also met with unemployed artists and writers to 
discuss their concerns. When they asked for her support for a Public Works Arts Project (PWAP), 
she agreed immediately and attended the preliminary planning meeting…After [Edward] Bruce 
was appointed PWAP director, he proposed that artists be eligible for WPA programs. 
Immediately he solicited ER’s support. She agreed that artists were in need of government aid 
and supported the WPA venture…the President agreed, issuing an executive order on June 25, 
1935 which created the Federal One Programs of the Works Progress Administration: the Federal 
Writers Project, the Federal Theater Project, and the Federal Art Project (formerly PWAP)." 
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musicians to perform, create original compositions, and provide music education to 
adults and children.102  
 The reforms aimed to cultivate an independent and unified nation. They achieved 
this through promoting and providing access to music deemed essential in educating the 
American public. The Depression environment was not conducive to experimental works; 
during this period, the nation was encouraged to rely on tradition, rather than innovation. 
Among such traditions were, “acknowledged masterpieces” that the audience knew and 
loved.103 Works of the masters, especially of 19th century symphonists, such as Franz 
Liszt, were performed. These masterworks combined with those defining “American” 
music: Ruth Crawford Seeger, Henry Cowell104, and “American Folk, ” such as African 
American protest songs, “mountain songs” and “cowboy songs,” were promoted to unify 
the United States through an “American Sound.”105 These projects established the United 
States as having a reputable music culture, independent of Europe’s, which boasted its 
own musical heritage, worthy of uniting its citizens.106 American music and music culture 
 
102 Young, Music of the Great Depression, 195. “The project was largely successful in these 
goals. Within six months, the FMP employed the largest number of workers (15,000 musicians) 
compared to any of the other federally sponsored arts projects.” 
103 Kyle Gann, American Music in the Twentieth Century (New York: Schirmer, 1997), 49. 
104Audrey S. Rutt, "The Federal Music Project: An American Voice in Depression-Era Music” 
Musical Offerings: vol. 9 no. 2 (2018), 48. “In the opinion of FMP director Sokoloff, jazz and 
swing were worth as much as the daily ‘funny papers' in comparison to serious classical music, 
especially that in the romantic symphonic tradition. Because the advisory board for the 
distribution of FMP funds was comprised almost entirely of classical musicians like-minded to 
Sokoloff, the FMP allocated a considerable portion of its energies and budget to more elitist areas 
of music. Although jazz, swing, and other vernacular types of music were in high demand during 
this time, Sokoloff had the option, as a government-funded music program, of not being confined 
to public tastes.”  
105 Ronald D Cohen, "Heart of the Depression,” In Depression Folk: Grassroots Music and Left-
Wing Politics in 1930s America (Chapel Hill: University of North Carolina Press, 2016), 56-74. 
106 Rutt, “The Federal Music Project,” 52. “Folk music and musics of ‘alterity’ were especially 
significant because the agency of the sense of place in American music may well be one of the 
most persistent processes constituting the Americanization of music. Groups that had not had a 
voice in prior generations of American music gladly stepped forward to share their unique 
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was established by this repertoire, which included Liszt’s Faust Symphony as a 
masterwork championed in the United States.    
 Although the Great Depression devastated orchestral institutions and live musical 
performances, it was what drove the radio and phonograph to become established in 
American economy.107 By the 1930s, twelve million Americans owned a radio in their 
home, with that number exploding to twenty eight million by the end of the century.108 
This ever growing audience, as well as the frequency of broadcasting, ensured the Faust 
Symphony’s place as a recognizable piece within the repertoire of United States classical 
music.  
 The radio’s popularity was fueled by affordable radio receivers that provide 
access to current news and entertainment. The radio became the vessel through which a 
new audience could experience music in America. Middle and lower classes, no longer 
bound by class affiliation or geographical proximity to the arts, could experience classical 
music along with the upper class. American radio possessed both local and national 
broadcasts, with the later capable of reaching several cities and thousands of Americans 
at once. Stations, such as those listed in appended Table 2.2, were available not only to 
the broadcasting city, but cities partnering with the larger station.  
 The first recorded broadcast of Liszt’s Faust Symphony was in 1937 from WCOP, 
a local radio station in Boston. The station broadcasted only to the Boston area, and is 
 
musical culture with the rest of the nation. Through folksong and democratic ideals, especially in 
the West, the FMP had considerable success in supporting the “fringes” of American music: 
women, African Americans, Jews, Hispanics, and other underrepresented groups.”  
107 Cornelius B. Canon, “The Federal Music Project of the Works Progress Administration: Music 
in a Democracy” (Ph.D. diss., University of Minnesota, 1963), 6.  
108 PBS, “Feature Radio in the 1930s,” History Detectives, 2003, accessed March 15, 2020, 
https://www.pbs.org/opb/historydetectives/feature/radio-in-the-1930s/. 
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noted as being performed by the Radio Orchestra Hall.109 The symphony was not 
broadcasted from a Boston station until nine years later, however it was played 
intermittently by two stations hailing from New York, WQXR and WNYC.  
 WQXR broadcasted the Faust Symphony in 1938, the same year the station 
became the first in the United States to use high fidelity format, with its own radio 
receiver/phonograph combination.110 WQXR proved its quality through these initial 
performances in the new format, which quickly took hold in America. This station is also 
notable for the scope by which its broadcast could be received. In functioning as an AM 
radio station, WQXR’s night-time broadcasts could reach and audience spanning 
thousands of miles due to properties of skywave propagation.111 Although, in the span of 
 
109 No further information could be located about Radio Orchestra Hall. 
110  Mark Schubin,“WQXR: The Home of High Fidelity,” NYPR Archives & Preservation, 
accessed October 28, 2019, https://www.wnyc.org/story/wqxr-home-high-fidelity/. WNYC 
published a separate article explaining the high fidelity format in greater detail:  Mark Schubin, 
“WQXR: The First to Use Tape,” NYPR Archives & Preservation, accessed November 15, 2019, 
https://www.wnyc.org/story/wqxr-first-use-tape/.“Before WQXR moved to lower Manhattan, it 
was in midtown, and, before that, it was in Queens. Also in Queens at the time was radio engineer 
and inventor James Arthur Miller. Miller considered sound-recording options and came up with a 
unique hybrid of mechanical and optical technologies. The medium was a multilayer film that a 
stylus could cut into. After the cutting or carving into the opaque upper layer, the result looked 
like a variable-area photographic soundtrack that could be played optically. It required no 
chemical development, so it could be played immediately after recording. And it could be spliced 
for editing much the same as motion-picture film. Best of all, it had the highest sound quality of 
any recording medium available at the time.” Another article supports the popularity of the 
station: 
WQXR Archive Collections, “A Short History of WQXR,” accessed February 1, 2020, 
https://www.wqxr.org/series/wqxr-archives/. “The new station grew rapidly over its first few 
months, fast becoming one of the most popular stations in the City, and seizing the opportunities 
available to the engineering innovator it was. Taking advantage of its double-the-standard 
bandwidth, WXQR pushed their sound to the air in “high fidelity.” 
111 FCC, “Why AM Stations Must Reduce Power, Change Operations, or Cease Broadcasting at 
Night,” accessed December 11, 2015, https://www.fcc.gov/media/radio/am-stations-at-night. 
“Because of the way in which the relatively long wavelengths of AM radio signals interact with 
the ionized layers of the ionosphere miles above the earth's surface, the propagation of AM radio 
waves changes drastically from daytime to nighttime.  This change in AM radio propagation 
occurs at sunset due to radical shifts in the ionospheric layers, which persist throughout the 
night.  During daytime hours when ionospheric reflection does not occur to any great degree, AM 
signals travel principally by conduction over the surface of the earth.  This is known as 
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1938-1939, the radio station broadcasted the symphony only four times, three of those 
being at night, the audience it reached with its quality sound was massive. 
 The symphony would not be broadcasted again until 1944 by WNYC. As a 
partner with the FMP, WNYC’s goal was providing music education to its audience.112 
This can be seen in WNYC’s marketing. Herman Neumann, the program’s director 
started its “Masterwork Hour” in 1929, and it now has become radio’s longest running 
program of recorded classical music, as well as “radio’s oldest recorded program of fine 
music.”113 By the time the station featured the symphony in 1944, it had already 
established itself as a leading station, having been the first to announce the attack on 
Pearl Harbor in 1941, and establishing a “static-less” FM band in 1943. 
 WNYC’s “Masterwork Hour” maintained consistent time slot of 7:00-8:00 PM so 
that listeners would be home from work, and available to listen to the broadcast. WNYC 
broadcasted the symphony seventy-three times from 1944-1996, with thirty-four of these 
broadcasts happening during what they advertised as “Masterwork Hour” (1944-1973). 
 
"groundwave" propagation.  Useful daytime AM service is generally limited to a radius of no 
more than about 100 miles (162 km), even for the most powerful stations. However, during 
nighttime hours the AM signals can travel over hundreds of miles by reflection from the 
ionosphere, a phenomenon called "skywave" propagation.  (Shortwave stations, which operate 
using AM modulation on several bands between 2.3 MHz and 26.1 MHz, also use this 
phenomenon to broadcast still greater distances, up to thousands of miles.)” 
112 “Works Progress Administration: Federal Music Project,” accessed February 1, 2020, 
https://www.wnyc.org/series/works-progress-administration/about. In fact, in 1936, about half of 
WNYC's broadcast hours were underwritten by the Federal Music Project (FMP), with an 
average month accounting for 135 broadcasts. By the end of 1940, the New York City WPA 
Music Program reported it had provided nearly 1,100 hours of WNYC broadcasts that 
year. WNYC's Assistant Director Seymour N. Siegel wrote: "If the Federal Music Project has 
helped the City Station by supplying a substantial sustaining musical basis, WNYC in turn has 
unquestionably brought infinitely larger audiences than could ever be crowded into a concert hall. 
In the program of educating the listening public to the appreciation of the higher type of music, 
WNYC has done its part.” 
113 Andy Lanset, “WNYC’s First Music Director is a Pioneer in the Broadcast of Classical 
Music” (NYPR Archives and Preservation, accessed February 18, 2011, 
https://www.wnyc.org/story/114437-wnycs-first-music-director-is-a-pioneer/. 
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Notably, advertisements for the broadcasts in the New York Times did not include the 
recording or performing institution playing the symphony. While this may seem 
counterintuitive in aiming to draw a listening public, it could suggest that the Faust 
Symphony was reputable enough by name, not requiring the appeal of a famous orchestra 
or conductor to draw in listeners.  
 These early broadcasts were met with enthusiasm, and requests for future 
programs of the work. When the Boston Symphony Orchestra announced its return to 
broadcasting of its concerts, they received thousands of letters requesting pieces for 
future programming, and among them was Liszt’s Faust Symphony: 
 
 
There were numerous requests for future programs. Among the compositions 
called for are Liszt’s “Faust” Symphony, the Sibelius Seventh, anything by 
Mahler, Rimsky-Korsakoff’s “Scheherazade,” symphonies by Beethoven Brahms, 
Tchaikovsky, Dvorak: the Rumanian Rhapsodies of Enesco, Bizet’s 
L’Arlesienne” music, choral works, “Schumann, Mozart and the like,” and three 
progressive writers nominated Howard Hanson, John Alden Carpenter, Stravinsky 
of “Oedipus Rex,” Carlos Chavez, Ernest Bloch, Aaron Copland and that almost 
legendary— and mostly unplayed— composer, Charles Ives.114  
 
  
Despite these requests, the Boston Symphony Orchestra did not program the symphony 
until 1948. The broadcast was a rehearsal, under Serge Koussevitzky, and was used to 
educate the public on not only rehearse techniques, but of the symphony itself for its 
performance four days later at Symphony Hall in Boston on November 26, 1948. The 
rehearsal was broadcasted to New England by NBC-WBZ. 
 
114 "Symphony Broadcasts Popular Over Country: 3000 Enthusiastic Letters Received at 
Symphony Hall,” Daily Boston Globe (January 10, 1943), 1. 
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 Broadcasts heard by audiences in the United States were not only of performances 
and recordings created domestically. The radio brought the American public recordings 
and live performances from all of Europe, which they could listen to within the comforts 
of their own home. The first international broadcast America received of the symphony 
was in 1938, when a broadcast hailing from Berlin on network, DJD 11.77, played to 
New York audiences. It is difficult to tell if the broadcast was a live performance or 
recording. Yet, if not a live performance, it would have been Selmar Meyrowitz’s 
performance, recorded in 1935 for phonograph on a 7-disk set, as this was the only 
recording available at this time. This was not the last time the U.S. heard foreign 
orchestras performing the Faust Symphony. In 1954, Colonne Concerts Orchestra 
Broadcasted to WQXR New York. A few years later, 1960, the Royal Philharmonic 
Orchestra’s performance of the Faust Symphony was highlighted in a special “WCRB 
Features" program. In a little over two months, WXHR-FM broadcast three foreign 
recordings of the symphony; two of them the Paris Conservatory under Ataulfo Argenta, 
and the other the Baden-Baden Orchestra and Chorus under Jascha Horenstein. The 
World Music festival of 1962 broadcasted its performances, including the Faust 
Symphony, to Boston and Washington, played by the RAI Symphony of Rome and RAI 
Chorus under Lovro von Matacic. Listeners tuning in to WEEI in Boston would also 
experience comments by James Fasssett, director of CBS radio’s music department and 
commentator and intermission host for the New York Philharmonic broadcasts. 
 A major difference between the history of the Faust Symphony’s broadcasts and 
live performances falls within the programming. As seen in appended Table 1, live 
performances of the symphony are often not programmed as the whole work; whereas 
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those programmed on radio, Table 2.1, are almost always the full symphony. Given that 
most radio programming is fueled by public appeal, this suggests that United States 
citizens did want to listen to the full symphony, which is also supported by records of 
requesting to broadcast of the work. This also implies that live performance programming 
was more so reflective of the symphonic institution’s resources, rather than public 
preference. Other considerations are finances in supporting a live performance. Of 
course, broadcasting a recording is far less expensive than compensating an expanded 
orchestra, TTB choir, and organist required to perform the Faust Symphony. This in turn 
made full performances of the Faust Symphony in the United States less bound to the 
limitations of orchestral institutions, and far more frequent on radio waves. 
 
Recordings 115 
Although radio broadcasting brought new opportunities for Americans to experience 
music; citizens were still bound by scheduling and programming. To counter this, 
Americans could purchase their own recordings of favorite pieces and play them at their 
leisure. Phonographs were some of the first music technology commercially available to 
Americans for purchase and became the primary medium used for music reproduction 
throughout the 20th century. These phonographs played 78s, which could vary in size, 
but most classical music was released on the longer, twelve-inch 78s, capable of four to 
five minutes of sound on each side. This came with drawbacks; if pieces were longer, 
they would have to be recorded on several discs and replaced manually by the listener. 
These sets would also run at prices higher than their single disc counterpart. However, if 
 
115 This section refers to appended Table 2.2.  
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a piece was popular enough, as was the case with the Faust Symphony, sets of discs able 
to play the pieces were created.116  
 The first full recording of the Faust Symphony was of Selmar Meyrowitz’s 
performance with the Paris Philharmonic and D’Alexis Vlassoff Russian Choir in 1935. 
The recording, originally produced by Pathé, became widely available to Americans after 
its production by Columbia records in 1937, set number 272. Although there were seven 
disks (fourteen sides) in this set, advertisements did not market this as a drawback. An 
advertisement from the Washington Post, January 31, 1937, described the set’s selling 
points: 
 
 
“Three Movements, in Their Variety, Are Ample Proof of the Great Composer’s 
Versatility of Expression. Disc set from Columbia records (set no. 272).  Franz 
Liszt’s “A Faust Symphony,” just made available to phonograph people in this 
country through Columbia’s masterworks set, No. 272. Is a good number for a 
winter’s evening. It’s rather long—there are seven disks—but if you have a 
couple hours, here’s a way to keep them from dragging… I think the composer 
(now that I know his “Faust” better), deserves no end of credit for his job of 
portraiture in the cases of Faust, Margaret, and Mephistopheles. The Faust of 
anguishing soul, the Margaret of pure heart and the fiendish but flashy, 
Mephistopheles, all developed solidly before your eyes as the symphony 
progresses. I am afraid, however, that the Evil One comes out best. He is too vital 
and fresh to escape attention. It’s no wonder that the troubled Faust yielded to 
temptation when pointed out to him by so flaming a personality as Liszt 
creates.117 
 
 
 
 This set was the only recording of the Faust Symphony available worldwide until 
its production as a long play record (LP) by Urania Records in 1950, featuring 
 
116 Andre Millard, “Electrical Era,” From America On Record: A History of Recorded Sound 
(Cambridge University Press, 1995).  
117 Jay Walz, "Liszt's Faust Symphony Released on Seven Discs: Three Movements, in their 
Variety, are Ample Proof of the Great Composer's Versatility of Expression,” The Washington 
Post (January 31, 1937), 1. 
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L’Orchestre de l’Association des concerts Colonne conducted by George Sebastian. 
These new records were less noisy than their 78 counterparts and could hold twenty-two 
minutes of music on each side. This recording is interesting in that Liszt’s Mazeppa is 
included as a second work, yet from an entirely different performance, orchestra, and 
country. The recording of Mazeppa was performed by the Bavarian Symphony Orchestra 
conducted by Kurt Graunke. While this is not the only recording featuring the Faust 
Symphony to include a second piece, it is the only recording which possesses two 
separate conductors.   
 The following year, Vox records reproduced Pathé and Columbia’s recording of 
Selmar Meyrowitz’s Faust for LP. In the 1950s, album art became an essential aspect of 
marketing and identifying a record.118 Vox followed this trend in its Faust Symphony 
reproduction and created an album cover depicting the three characters portrayed in 
Liszt’s symphony.  
 Marketing the symphony did not stop at cover art. In fact, the symphony’s 
reputation was enough that it was used in both Macy’s and Record Hunter advertisements 
found in the New York Times to sell records for the label, Royale Records. The first 
advertisement in the New York Times appeared on November 23, 1952. This 
advertisement was aimed towards classical music lovers, boasting in its subtitle: “At 
Macy’s, the world’s great music on 12” long-play records with famous Royale label 
Opera Excepts, all Beethoven symphonies; Popular music, musical comedies; European 
artists and orchestras.”119 The advertisement listed its well know records, including the 
 
118 Shirley Biagi, Media/Impact: An Introduction to Mass Media (Cengage Learning, 2006), 93.  
119"Display Ad 118 -- no Title,” New York Times (Nov 23, 1952), X11, accessed March 15, 2020, 
http://silk.library.umass.edu/login?url=https://search.proquest.com/docview/112313415?accounti
d=1457. Beyond this advertisement, no information on this record could be uncovered.  
 
 
47 
Faust Symphony in a set with a performance of Liszt’s Festlange (S. 101). The set was 
priced at $3.78, but the advertisement included a coupon usable “for orders of $2.01 of 
more.”120 The advertisements eventually included numbers of people purchasing these 
records. An advertisement in 1953, for instance, includes a subtitle stating: “200,000 
members of the Royale Family in New York: Yes, 200,000 New Yorkers enjoy finer 
music for less money on these 33 1/2 rpm break-resistant vinyl Royale records. This 
Christmas give the records you buy for yourself.”121 Macy’s continued the advertisements 
as its audience grew, reaching 250,000 sales in the next year. After Urania Records 
released its record of the Faust Symphony and Mazeppa, Record Hunter, a record store on 
the corner of 42nd and 43 street in New York City, began to advertise the new record in a 
similar manner to Macy’s. Record Hunter advertised for its “Albums in the Mail,” which 
in in 1956 were experiencing: “20% to 65% off outstanding selections on popular labels, 
lowest prices on album sets.” Within this advertisement, the Faust Symphony was listed 
as experiencing a special sale “Final Offer on Urania Albums—Liszt: Faust Symphony/ 
Mazeppa— Bavarian Symphony Orch…List Price $7.96 Sale Price $5.94.”122 
Liszt’s Faust Symphony continued to be recorded throughout the 20th century. 
Following these advertisements in 1956, at least thirty-six more recordings of the Faust 
Symphony were produced. Of these, recordings with the most recognition include 
Leonard Bernstein’s 1976 performance of the Faust Symphony produced by Deutsche 
Gramophone in 1977. This recording was honored with an “International Record” award 
 
120 Ibid.  
121 "Display Ad 160 -- no Title,” New York Times (December 13, 1953), 1. 
122 “Display Ad 455 -- no Title,” New York Times (May 6, 1956), 147. 
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by the Liszt Society of Budapest in 1978.123 Sir Georg Solti’s performance with the 
Chicago Symphony Orchestra and Chorus in 1986 is especially noteworthy. Solti, the 
“top Grammy winner of all time” won a Grammy in 1987 for his Faust Symphony 
performance in the category of “Best Classical Orchestral Recording.”124 
 
 
Figure 2. 2: Vox Cover of Faust Symphony LP Record, 1951 
 
 
 
123 “Accolades,” Leonard Bernstein Office, accessed March 1, 2020, 
https://leonardbernstein.com/about/accolades. 
124 “Georg Solti,” Recording Academy Grammy Awards, accessed March 1, 2020, 
https://www.grammy.com/grammys/artists/georg-solti. 
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 Unlike the live performances of Liszt’s Faust Symphony which decrease 
drastically after the 1990s (Table 1), a majority of recordings occurred after this time — 
twenty-eight out of the forty-two. These modern recordings are capable of including 
several larger works, such as in Decca’s album produced in 2015 featuring the Faust 
Symphony, Les Preludes, Prometheus, and A Symphony to Dante’s Divine Commedy (S, 
109). This trend creating collections of works by a composer is also applicable to  Liszt's 
piano music, which gives the Faust Symphony an opportunity to appear in alternate 
transcriptions. Piano arrangements, specifically those of Carl Tausig have been recorded 
three times in the past four years. Another recording, made in 2011, featured the Faust 
Symphony arranged as a piano duet, performed by Vittorio Bresciani and Francesco 
Nicolosi. Although the Faust Symphony used to hold a wide audience , this trend could 
indicate that in recent years, the Faust Symphony has turned to a more specialized 
audience, comprised of pianists and those already familiar to Liszt’s work. 
 
 
Film 
 
Liszt’s life and reputation garnered interest even from those uninterested in his music. 
Charles P. Mitchell of The Great Composers Portrayed in Film (2015) stated that: “Franz 
Liszt has been portrayed in more feature films than any other composer, a unique 
distinction reflecting his presence at the crossroads of the musical world in the nineteenth 
century. At least thirty-one screen portrayals have been identified, and undoubtedly there 
are even more.”125 This interest provided an opportunity for film score composers to 
introduce Liszt’s works to an audience that would not otherwise listen to classical music. 
 
125 Charles P. Mitchell, The Great Composers Portrayed on Film, 1913 through 2002 (Jefferson, 
North Carolina: McFarland, 2015), 108.  
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While most films, including the two discussed below, portrayed Liszt as only a composer 
of piano works-reinforcing previous misconceptions passed down in early Liszt 
scholarship, they still included his orchestral works in the film scores. Song Without End 
(1960) and Lisztomania (1975) both employed motifs from Liszt’s Faust Symphony in 
their scores at pivotal ‘Faustian’ moments. These films, each boasting a large audience 
given their star-studded cast, provided a means for a larger audience to be exposed to 
Liszt’s Faust Symphony. 
 Song Without End, (1960) employed recognizable actors and a familiar title to 
attract audiences. Film star, Dirk Bogarde, whom by 1960 starred in dozens of films 
including Doctor in the House (1954) and A Tale of Two Cities (1958), played Franz 
Liszt. Bogard was joined by Capucine, known then as a Givenchy and Chanel model, and 
later for her role in the The Pink Panther (1963), as Princess Carolyn zu Sayn-
Wittgenstein. The film focuses on Liszt as a virtuoso pianist, unhappy in his godless 
relationship to Countess Marie D’Agoult, played by Geneviéve Page, a French actress 
known for roles predominantly in French and Italian films, but recognized in the US for 
her lead role in Foreign Intrique (1956).126 Liszt considers quitting performing to devote 
his life to his family and composition, until he meets Princess Carolyn, for whom he 
leaves his family, tours Europe, and hopes to wed. The film focuses on Liszt’s life as a 
virtuoso and highlights the scandal that followed in this relationship with Princess 
Carolyn. To support the appeal of the cast and the Hollywood-Stye narrative,127 Song 
 
126 “The Top Box-Office Hits of 1956,” Variety Weekly (Variety Inc., January 2, 1957). 
127 David Bordwell, Janet Staiger, and Kristin Thompson, The Classical Hollywood Cinema: Film 
Style & Mode of Production to 1960 (Columbia University Press, 1985), 13.“Here in brief is the 
premise of Hollywood story construction: causality, consequence, psychological motivations, the 
drive toward overcoming obstacles and achieving goals. Character-centered—i.e., personal or 
psychological—causality is the armature of the classical story” 
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Without End was named by Henry Cohn, Columbia Pictures studio head, to emulate the 
wildly successful Chopin biopic, A Song to Remember (1942), which made Chopin a 
household name. 
 Although the film never depicts Liszt conducting an orchestral work, the film 
score features several of Liszt’s orchestral compositions, including the Faust Symphony 
(although not credited in the soundtrack). The opening measures of the symphony are 
woven into the score at a pivotal moment in the plot: Liszt has promised his love to 
Marie, yet she reminds him of her sacrifices in running away with him. For this he is 
bitter, because of his career sacrifices he has made for her. Liszt (Bogarde) states: “It is 
remarkable the way a woman will never let you forget the sacrifice she has made for you, 
the price she is going to pay for it. I’ll pay. I’ll pay. But it will be in guilt, in boredom, 
and self-disgust! *Marie slaps Liszt across the face.*”128 While the opening measures of 
the “Magic” theme play, Marie realizes her mistake and begs Liszt to not to go as the 
theme underscores the action. But Liszt has made up his mind; Liszt leaves Marie, ending 
their relationship, with the “Magic” theme ending as Liszt dramatically exits.  
 
 
  
Figure 2. 3: “Magic” theme as derived from the opening measures of Liszt’s Faust Symphony. 
 
The film received poor remarks, as seen here by this 1960 New York Times 
Review, by critics claiming Liszt’s accomplishments had been diminished to Hollywood 
 
128 Song Without End, directed by Charles Vidor and Georg Cukor (Columbia Pictures, 1960), 
DVD, 48:35. 
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clichés. This in turn, demonstrates the accepted role Liszt once held as an influential 
musical figure, offering more than the virtuosic-pianisms assigned to him today: 
 
 
“So elegant, indeed, is the music and so forcibly is it telescoped into scenes of 
great detail and color that mark biographical episodes that it seems, in the end, a 
tantalization. There is often not time enough for more than a fragment of a 
number before the film is hopping on to the next… Certainly the story of Franz 
Liszt has been trimmed down and packed into a point where it finally presents 
the brilliant pianist and nineteenth-century favorite as little more than a cliché. 
He is an acknowledged genius (that’s easily done in a film: everybody simply 
tells him he’s a genius, especially other famous people with recognizable names) 
who troupes all over Europe, playing concerts, meeting composers, snubbing 
kings, and sighing vastly over a married princess, while a discarded mistress 
cools her heels.”129 
 
 
Despite this, Song Without End won a Golden Globe for “Best Motion Picture, 
Musical or Comedy,” as well as the music directors, Morris Stoloff and Harry Sukman, 
winning an Academy Award for “Best Original Music,” which they credited to Liszt. The 
film has been documented by Variety’s 55th anniversary magazine in generating 
$750,000 in rentals in its first year and was projected to make $1.5 Million, however the 
true profit from rentals, as well as the box office revenues have not been documented.130 
Although the Faust Symphony was not credited in the film score, this movie generated an 
audience beyond the classical music listener, and brought awareness to Liszt’s symphonic 
music in the process.  
 Fifteen years later, another Liszt biopic was created. Lisztomania, directed by Ken 
Russell and starring Roger Daltrey, lead singer of The Who, depicted Franz Liszt as a 
classical rock star. Other notable names involved in the film were Ringo Starr, drummer 
 
129 Bosley Crowther,  “Screen: An Excess of Musical Riches,” Byline (August 12, 1960), 10. 
130 “Rental Potentials of 1960,” Variety Magazine (Variety Media, January 4, 1961), 47.  
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of The Beatles, who played the Pope, and Rick Wakeman of Yes, who served as the 
music director including synthesized versions of works by Liszt and Wagner in the 
soundtrack.  
 Lisztomania essentially renders the same plot as Song Without End, centering on 
Liszt’s virtuosity and affair with Princess Carolyn. Yet, Lisztomania’s exaggerated, and 
at times, lewd  depictions of Liszt’s stardom, contrasts with his portrayal in Song Without 
End. The film score, including themes of Liszt’s works transcribed for synthesizer, adds 
to this eccentric portrayal of Liszt. In some scenes, these synthesizer Liszt-transcriptions 
were partnered with themes of popular songs, creating a collage that directly associated 
with the action on screen. An example of this can be experienced in the scene in which a 
theme from Lizst’s Faust Symphony is employed.  This scene depicts Liszt (Daltry) 
castrated by Countess Marie D’Agoult (Fiona Lewis) as a Faustian act, sacrificing his 
manhood for his talent. It is in this scene that the “Passion” theme is sung several times 
by the Countess, moments before castrating Liszt. The theme, and the Countess’s voice, 
are warped by synthesizers, and each become more distorted with every iteration of the 
“Passion” theme.131 Considering that this theme is not the most familiar of the 
symphony,coupled with the distortion it encounters, the likelihood of the public 
recognizing the theme is less than the probability of recognition of the theme in Song 
Without End.  
 
131 Lisztomania, directed by Ken Russell (Warner Bros. Pictures, 1975), DVD, 45:48. 
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Figure 2. 4: Highlighted section of Liszt’s “Passion” theme, from which Lisztomania arranges for 
voice and synthesizer. 
 
Although recognition of the Faust Symphony would likely not be high, the film 
exposed a larger audience to the work.  Movie-goers viewing this work would have been 
fans of the stars in the cast and/or of Ken Russell, whose earlier film Women in Love 
(1969) won an Oscar. This new demographic would experience Liszt’s Faust Symphony 
and his other works through an experimental score which met the sounds of the time with 
the music of the 19th century. 
 
 
Conclusion 
Twentieth century media played the largest role in the dissemination of Liszt’s Faust 
Symphony in the United States. With the efforts made in radio broadcasting, listeners 
representing all communities of the United States, regardless of socio-economic status or 
location were reached. Recognition of the Faust Symphony created by broadcasting led to 
creation and marketing of recordings, attainable at a discounted price and listened to at 
the convenience of one’s own home. Reaching beyond this classical-music-loving 
audience, films depicting Liszt’s life with star-studded casts were supported by scores 
highlighting Liszt’s music and including the Faust Symphony.   
 
 
55 
 Media continues to provide access to Liszt’s Faust Symphony today, especially 
the recordings created by American institutions. The top watched video on YouTube of  
Faust Symphony performances is the 1986 recording of the Chicago Symphony Orchestra 
conducted by Sir Georg Solti with 1.4 million views.  on YouTube alone.132 Spotify, a 
streaming platform providing its users with options of free, or reduced priced premium 
student streaming, provides the options to stream the Faust Symphony from three 
different recordings, all of which were created in the United States. Solti’s recording with 
the Chicago Symphony Orchestra is listed first, denoting that that option is the most 
popular, followed by Ricciardo Muti’s 1983 performance with Philadelphia Orchestra 
and then Bernstein’s 1977 recording with the Boston Symphony Orchestra. 
Unfortunately, Spotify does not provide streaming counts to videos not listed within a 
composer’s “top ten” streamed list, so it is difficult to ascertain how many people are 
listening, unfortunately.133However, it is noteworthy that the recordings championed by 
United States conductors and orchestral institutions, are now the most popular recorded 
references for the Faust Symphony, world-wide. By means of media, the Faust Symphony 
has received, and continues to receive, considerable recognition as a part of American 
symphonic repertoire. 
 
 
 
 
132 Ayden434, “Liszt: Faust Symphony,” YouTube, video, October 15, 2011, 
https://www.youtube.com/watch?v=3ZUQ7yZTFco. 
133 The only pieces within Liszt’s “top ten” list are his piano works. 
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CHAPTER 3 
LISZT AND THE AMERICAN PIONEERS: AN ANALYSIS OF THE FAUST 
SYMPHONY’S INFLUENCE ON AMERICAN ORCHESTRAL COMPOSITION 
 
 
In his article “Liszt as Pioneer,” Aaron Copland claims: “that we do him [Franz Liszt] 
and ourselves a grave injustice in ignoring the scope of his work and the profound 
influence it has exerted on the contemporary musical scene.”134 It is true that Liszt’s 
influence was profound in America. Previous research by scholars, such as Peter 
Burkholder and Richard Crawford has already noted Liszt’s influence on composers such 
as Charles Ives (1874-1954), George Gershwin (1898-1937), and Aaron Copland (1900-
1990), but their focus has primarily covered the importance of Liszt’s symphonic poems 
and piano works.135 Yet Liszt’s larger works, including his two symphonies, also 
influenced symphonic writing in the United States. Through thematic and formal 
analyses, this chapter provides the first detailed overview of Liszt’s influence on 
symphonic compositions in United States, especially though his, A Faust Symphony in 
Three Character Sketches after Goethe: (1) Faust, (2) Gretchen, (3) Mephistopheles (S. 
108). 
 Liszt’s symphonic influence is evident as multiple U.S. composers emulated his 
use of abstract, multi-movement symphonic pieces without a written program that depict 
inner character through thematic development and transformation. These traits are 
 
134 Aaron Copland, Copland on Music (W. W. Norton, 1963), 124.  
135 The following pieces are just a few of the several examples demonstrating research on Liszt’s 
influence: 
James Peter Burkholder, Charles Ives and His World (Princeton University Press, 1996).  
Richard Crawford, "It Ain't Necessarily Soul: Gershwin's "Porgy and Bess" as a Symbol,” 
Anuario Interamericano De Investigacion Musical 8 (1972), 17-38. 
Aaron Copland, "Musical Triumphs, 1937–42,” In The Selected Correspondence of Aaron 
Copland, edited by Elizabeth B. Crist and Wayne Shirley (Yale University Press, 2006), 120-47. 
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evident in Liszt's Faust Symphony, where all three movements can be interpreted as 
character sketches of Faust. The first movement demonstrates Faust’s rich mind and 
capaciousness of character through the unusual use of five contrasting main themes. 
These themes, representing aspects of Faust’s ambitions and restless anxiety, develop 
through an extremely long exposition. Faust’s themes appear in the two subsequent 
movements and are transformed in relation to encounters with Gretchen and 
Mephistopheles. The interaction and transformation of the themes provides depth and 
continuity between the three movements.  
 Richard Pohl, music critic, promoter of the New German School, and friend of 
Liszt, is one of the first serious scholars to describe the symphony depicting a single 
subject’s character throughout.136 Pohl’s relationship with Liszt provides considerable 
value to his interpretation, in that it might have been Liszt's own:137 
 
 
 
136 Philip Henry Goepp, Great Works of Music: Symphonies and Their Meaning (Garden City 
Publishing Company, 1913), 409. Philip Goepp also supported this analysis. In his book, he 
discusses the association between Liszt's title and form: Throughout the work certain brief moves 
form the common text of all the movements. Thus, one is tempted to think of individual roles. 
The German is “in drei Characterbildern.” The meaning of the word Character is so broad that 
the title certainly does not forbid our construction. Indeed, it seems very clear that in 
Characterbild the stress is laid on the psychological view, as against the mere picture, or tableau, 
as some have translated…For some kind of understanding of this difficult conception, we must 
remember several things. For one, this central crowning melody does not appear in the “Faust” 
picture, has no part therein. Clearly, then that canto of the poem (so to speak) is not final; it stops, 
at the very least, within the first part of Goethe’s drama. Again, the “Gretchen” music seems 
clearly, like the “Mephistopheles,” after all, a mere succeeding phase of Faust himself. there is 
nothing of individual characterization; it is all a subjective drama of a single hero. Thus, there is 
no trace, in Liszt’s setting, of the famous song of Margarete’s “Meine Ru’h its hin,” that Schubert 
has made musically familiar. With Liszt, we do not think of Gretchen individually. 
137 Edward N. Waters, “Franz Liszt to Richard Pohl,” in Studies in Romanticism, Vol. 6, No. 4 
(Boston University, 1967), 193-202, at 195. In 1965 the Library of Congress obtained forty-five 
autographed letters from Franz Liszt to Richard Pohl. In those highlighted in this article, Liszt 
reveals his shared opinions on music with Pohl and his willingness to support Pohl in musical 
debates.  
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The organization of these motives across the symphony’s three moments of 
“Faust,” “Gretchen,” and “Mephistopheles” reflects not so much specific scenes 
in Goethe’s play, but rather the shifting psychological states of its protagonist 
Faust. Indeed, Gretchen and Mephistopheles present themselves in the symphony 
as antipodal paths for Faust to follow: a “faithful, unspoiled soul” for the former; 
the latter a “principle” - not even a legitimate character - of negation.138 
 
 
 Liszt’s influence on United States composers is distinct from that of his New 
German School contemporaries, Hector Berlioz or Richard Wagner. Berlioz, in his 
Symphonie Fantastique Op. 14 (H. 48), depicts specific scenes through written 
programming in each movement. Berlioz’s, Idée fixe, also differs from Liszt’s utilization 
of thematic material. An Idée fixe, or fixed idea, is not employed as a theme for the 
protagonist, but rather serves to represent his obsession. In Berlioz’s symphony, the 
artist’s psychology is explored not through his own themes or character, but through 
outside forces. Liszt also distances himself from Berlioz’s other symphonic compositions, 
such as Harold en Italie Op. 16 (H. 68), through manipulation of several themes to 
represent a single subject, rather than a single theme to a single subject. Wagner’s 
orchestral compositions and specifically, Eine Faust-Ouvertüre (WWV. 59), an 
inspiration for Liszt’ s own Faust, explores Faust in just a single movement. Despite his 
aspirations, Wagner’s full "Faust Symphony" never came to fruition.139 
 Through thematic and formal analyses of orchestral compositions by U.S. 
composers, this chapter acts as the first to trace the influence of Liszt’s Faust Symphony 
on U.S. orchestral music. Early American composers, such as Edward MacDowell, Henry 
 
138 Jonathan Kregor, Program Music (Cambridge University Press, 2015), 176. Kregor’s 
interpretation is made from Richard Pohls analysis of Liszt’s Faust Symphony. 
Richard Pohl, “Faust Symphonie,” in Franz Liszt. Studieren und Erinnerungen (Leipzig: Berhard 
Schlicke, 1883), 247-320, at 255. 
139 Kregor, Program Music, 75 and 172. 
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Hadley, and Daniel Mason, well known during their lifetime, employed Liszt’s broad 
programming and psychological objective to compose their most famous works. This 
chapter, ordered chronologically, offers an example of each composer’s application of 
Liszt’s symphonic approach. In the process, the chapter not only documents little known 
details about Liszt’s influence on the development of symphonic music in the U.S., but 
also sheds new light on early symphonic repertoire.140 Above all, this chapter lends 
credence to recent scholarly arguments for considering Liszt to be a serious and 
influential composer, whose impact spanned further than his piano music.141 It 
specifically shows that Liszt’s "Character Sketches” are distinct in their broad 
programming, lacking explicit programmatic content beyond titles, combined with the 
portrayal of a “psychological image” rather than physical events, delivered through 
several themes and movements. These precedents established a form, which would be 
adopted be early U.S. composers, thereby contributing defining characteristics of 
American orchestral music, and influencing later generations of orchestral composers. 
 
Drei Charakterbildern  
Edward MacDowell (1860-1908) is one of the first Americans to display Liszt’s 
influence in his orchestral pieces. This is evident through MacDowell's relationship with 
Liszt, broadly programmatic titles of pieces and movements, and his employment of 
thematic material to demonstrate the character of a single subject. 
 
140 Jill Carolyn Meehan, “Issues of American Nationalism in Mid-To-Late Nineteenth-Century 
American Art Music” (New Brunswick, New Jersey: Rutgers University, 2017), 192.  
141 Kregor, Program Music, 178. 
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  Through his composition teacher, Joachim Raff, MacDowell became acquainted 
with Liszt, playing for him Robert Schumann’s, Piano Quintet in E Flat Major, op. 44 for 
him during their first meeting.142 This was not the last time they would meet, as 
MacDowell visited Liszt the following year to play his own, Piano Concerto in A Minor, 
op 15. Liszt supported MacDowell’s compositions, recommending a performance of 
MacDowell’s First Modern Suite, op. 10 at the 1882 Allgemeine deutsche 
Musikverein.143 Supplementing in person meetings, the musicians wrote letters, in which 
Liszt often praised MacDowell’s early piano compositions.144 Due to the relationship 
they developed, as well as the role of compositional mentor and supporter Liszt carried 
for MacDowell, it is likely that MacDowell had heard Liszt’s Faust Symphony.  
 MacDowell moved to Boston, Massachusetts in 1888. There, Mason composed 
his Second (“Indian”) Suite, op. 48 (1896) for orchestra. Despite the title of “Suite,” 
MacDowell follows the same broadly programmatic form championed by Liszt to portray 
the character of his “Indian.”145  
 
142 As a pianist, MacDowell moved to France at the age of fifteen to study at the Paris 
Conservatoire. Here he studied under Antoine François Marmontel, one of the most sought-after 
piano instructors of the time. After two years, MacDowell grew bored of his training and moved 
to the Frankfurt Conservatory to study piano under Carl Heymann and composition with Joachim 
Raff. 
143 “Edward Alexander MacDowell (1860-1908),” Library of Congress, accessed March 27, 
2020, https://www.loc.gov/item/ihas.200035715/. Liszt also encouraged Breitkopf & Härtel to 
publish the same work. 
144 Lawrence Gilman, “Edward MacDowell: A Study” (John Lane Company, 2004), accessed 
March 31, 2020, https://www.gutenberg.org/files/14109/14109-h/14109-h.htm. Liszt and 
MacDowell’s letters are highlighted in this resource.  
145 David Fuller, “Suite," Grove Music Online (2001), accessed March 28, 2020, 
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/o
mo-9781561592630-e-0000027091. A suite, standardized in the 17th century, fell out of favor by 
the mid 18th century with the symphony taking its place. In the late 19th century, during the 
decline of the New German School, suites became fashionable again. “The factors which led to 
the re-emergence of the suite as a major form in the 20th century had all appeared by the end of 
the 19th: the historicism, the nationalism, the urge to experiment, the academic associations of 
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MacDowell’s Indian Suite contains five movements, “Legend,” “Love Song,” “In 
War Time,” “Dirge,” and “Village Festival.” MacDowell did not write plot summaries 
for his movements, but Kara Ann Gardner has noted that, “throughout the course of the 
Suite, a tension develops between competing images of the Indian—the noble savage and 
the wild primitive.”146 These tensions are created through MacDowell’s treatment of 
themes, similar to Liszt’s thematic transformations and inter-movement development, 
even if MacDowell’s were taken from Indian songs as collected by Theodore Baker and 
presented in his 1882 doctoral dissertation, “Über die Musik der nordamerikanischen 
Wilden” [On the Music of the North American Indians]. 
 The first movement presents two themes, which in turn, develop throughout the 
entire symphony.147 The “Indian” Theme heralded by the trumpets in the first movement, 
establishes a powerful and dignified character (Figure 3.1). This theme is distinguished 
by a broken major triad (B Major), starting from the fifth degree and ending on the first. 
After a fermata, the “Indian” Theme is answered by a “Legend” Theme, establishing the 
reverence and mystery surrounding the legendary “Indian”. The second theme begins on 
the fifth degree of the scale, creating another triadic pattern through a minor chord (F# 
Minor); however, the use of the fourth scale degree in this chord (B) leads the listener 
back to the tonic. The two themes shape the character of MacDowell’s, “Indian,” 
throughout the four movements. 
 
sonata and symphony, and, in the case of extract suites, the expediency.” In a way, suites were 
appropriate titles for composers to convey to their listeners that their pieces were not symphonies.  
146 Kara Ann Gardner, “Edward MacDowell, Antimodernism, and “Playing Indian” in the Indian 
Suite,” The Musical Quarterly (Oxford University Press, 2005), 378.   
147 Edward MacDowell, Second (Indian) Suite Op. 48 (Serenissima Music Inc., 2008). 
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The “Indian” Theme reappears in the second movement, “Love Song,” 
transformed into a singable melody, or “Love Song,” through skips of thirds and fourths 
that outline the main descending major triad. This is especially clear in the final iteration 
of the transformation within the second movement, found in the flute line (Figure 3.2). 
“In War Time,” the third movement, displays vigorous tempos and accented melodies. 
The “Indian,” theme is developed accordingly, displayed by Figure 3.3 in the oboe line. 
The theme, now a minor triad, is accented by staccatos, changing the grandiose theme 
into a fleeting melody. This “War Time” transformation is then followed by the “Love 
Song” transformation, experiencing a modulation from its initial introduction in a major 
key, to a now minor key, as well as changes in articulation similar to the previous 
example (Figure 3.4). MacDowell’s fourth movement, “Dirge,” develops the “Legend” 
Theme. The originally ascending minor chord has now experienced retrograde and 
modulated to a major key (Figure 3.5). The movement ends in a minor iteration of the 
“Indian” Theme in the trumpet (Figure 3.6).   
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Figure 3. 1: MacDowell, Second (Indian) Suite, First Movement,“Indian” Theme and “Legend” 
Theme, First Movement, Measures 1-6. 
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Figure 3. 2: MacDowell, Second (Indian) Suite, First Movement, “Love Song” Transformation, 
Second Movement, Measures 77-82. 
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Figure 3. 3: MacDowell, Second (Indian) Suite, Third Movement, “War Time” Development of 
“Indian” Theme, Measures 87-89. 
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Figure 3. 4: MacDowell, Second (Indian) Suite, Third Movement, “Love Song” Transformation, 
Measures 114-117. 
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Figure 3. 5: MacDowell, Second (Indian) Suite, Fourth Movement, “Dirge” Transformation of 
“Legend” Theme, Measures 17-23. 
 
Figure 3. 6: MacDowell, Second (Indian) Suite, Fourth Movement, “Indian” Theme in “Dirge” 
Conclusion, Measures 91-94.    
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MacDowell’s final movement develops in a manner similar to Liszt’s, 
“Mephistopheles.” The movement is introduced by a “Village Festival” melody (Figure 
3.7). This melody, starting on B (the fifth scale degree of the key), descends to A, F#, and 
lands on E (the tonic). Through chromatic modulation, this melody begins to develop into 
the “Indian” Theme (Figure 3.8). However, this development does not satisfy its 
listener’s desire to hear the main theme in a major key recapitulation. Instead of 
developing into the glorious initial theme, the “Indian” is diminished, interrupted through 
the introduction of a slow middle section. The theme is uttered, as almost a mumble, 
played by low pizzicato strings (3.9). The build to form the “Indian” Theme resumes, 
again using chromatic modulation to transform the “Village Festival” melody. However, 
the chromatic passing tones in the” Village Festival” melody develop not into the 
“Indian” Theme, but long chromatic runs in the upper winds and strings. MacDowell 
ends his symphony with long, strong E major chords, denying his listener the “Indian” 
Theme desired (Figure 3.10). MacDowell’s refusal to fully develop the main “Indian” 
theme is similar to the disintegration of Faust’s themes in Liszt’s final movement, 
ultimately absolving the “Faust” theme and evolving into the slow, "Chorus Mysticus." 
 
Figure 3. 7: MacDowell, Second (Indian) Suite, Fifth Movement, “Village Festival” Melody, 
Measures 1-10. 
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Figure 3. 8: MacDowell, Second (Indian) Suite, Fifth Movement, Chromatic Modulation of 
“Village Festival” melody to “Indian” Theme, Measures 83-87. 
 
 
Figure 3. 9: MacDowell, Second (Indian) Suite, Fifth Movement, “Indian” Theme, Measures 151-
153. 
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Figure 3. 10: MacDowell, Second (Indian) Suite, Fifth Movement, “Village Festival” Conclusion, 
Measures 371-393. 
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Like Liszt, MacDowell employs thematic transformation across a multi-
movement work to convey the development of a single character. The “Indian” subject 
develops his character not through events described in an explicit program, but the 
encounters with other melodies and transformations of themes. MacDowell takes special 
care to characterize his “Indian.” The two main aspects of the Indian’s character, his 
physical being (“Indian” Theme) and soul (“Legend” Theme) are present throughout the 
work, while the themes or melodies further developed from the two original represent 
roles the “Indian” would assume in love, war, sacrifice, and celebration. MacDowell’s 
Lisztian characterization and treatment of themes established a foundation for American 
music.148 As one of the first examples of Native American quotation in United States art 
music, this piece is significant as it continues tradition in Liszt’s form, while innovating 
new U.S. sounds.149  
 Henry Kimball Hadley, one of the most important early figures in establishing 
American orchestral music, was similarly influenced by Liszt. Hadley boasts a long list 
of accomplishments, acting as the music director and conductor of the Seattle Symphony 
(1909–11) and San Francisco Symphony (1911–15), as well as assistant conductor of the 
New York Philharmonic (1929-1932). Hadley was a founding member of the 
Tanglewood Institute and founder of the National Association for American Composers 
 
148 Klaus Döge, “Dvořák, Antonín,” Grove Music Online (2001), accessed April 5, 2020. 
https://www-
oxfordmusiconlinecom.silk.library.umass.edu/grovemusic/view/10.1093/gmo/9781561592630.00
1.0001/omo-9781561592630-e-0000051222?rskey=5iHlI4#omo-9781561592630-e-0000051222-
div1-0000051222.11. Similarly, Antonín Dvořák’s, Ninth Symphony “From the New World” (B. 
178), composed three years earlier, generated huge debates about the qualifying elements of 
“American” symphonic composition. Dvořák stated that American composers should use 
“Negro” and “Indian” musical material to ground their compositions in a national style. 
149 Jill Carolyn Meehan, “Issues of American Nationalism in Mid-To-Late Nineteenth-Century 
American Art Music” (New Brunswick, New Jersey: Rutgers University, 2017), 177.  
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and Conductors (NAACC) in 1933, which according to a 1937 New York Herald article, 
was motivated through “the banishing of old illusions with regards to American 
‘inferiority’ and European ‘superiority’ in music.”150 
 Despite the NAACC’s aims, “Hadley championed music of older, established 
American composer’s whose works were reminiscent of the Austro-Germanic style,” as 
Hannah Lewis has observed.151 This opinion is also reflected by Susan Feder, in her 
“Making American Music,” who asserted that: “Hadley added modern color to classic 
forms.”152 Classic forms, especially those of Liszt, are represented by several of Hadley's 
symphonies, especially his Symphony No. 2 in F Minor (“The Four Seasons”), op. 30.153  
 Hadley’s, The Four Seasons (1899), displays the influence of Liszt’s Faust 
Symphony in its application of broad programmaticism and thematic transformation to 
develop the character of a single subject.154 The symphony is organized into four 
movements, providing no programmatic information beyond "Seasonal” movement titles, 
starting with “Winter” and ending with “Autumn.” The application of Lisztian thematic 
transformation to abstractly display the character of an individual is especially present in 
Hadley’s manipulation of the first two themes introduced in The Four Seasons. The first 
theme appears in the opening bar of the symphony, lasting until bar six (Figure 3.11). 
 
150 New York Herald Tribune (7 Sept 1937). 
151 Hannah Lewis, ““The Realm of Serious Art”: Henry Hadley's Involvement in Early Sound 
Film,” Journal of the Society for American Music Vol. 8, Issue 3 (2014), 286. 
152 Susan Feder, “Making American Music,” in A Celebration of American Music: Words and 
Music in Honor of Wiley Hitchcock (Ann Arbor: University of Michigan Press, 1990), 362.  
153 Although the title brings to mind Antonio Vivaldi’s set of concertos, Hadley’s Four Seasons 
differs from Vivladi’s composition in several ways. First, it develops themes within and between 
movements/seasons unlike Vivaldi’s which does not repeat thematic material between seasons. 
Secondly, Hadley’s composition contains no extra-musical programming beyond its broadly 
programmatic title. Vivaldi’s concertos were published with groups of sonnets, describing the 
events the listener should imagine while listening to his music.  
154 Henry Kimball Hadley, Symphony No. 2 in F Minor (“The Four Seasons”) Op. 30 Plate 
A.P.S. 5681 (Boston: Arthur P. Schmidt, 1902).  
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This “First" theme is stated again in bar seven, now transposed a minor third higher 
(Figure 3.12). The “First” theme is joined by a new theme at rehearsal letter, “A” (Figure 
3.13). This “A” theme is marked by its ascending and descending pattern, highlighting a 
minor third relationship, ending the two-bar theme with a perfect fifth leap. The “A” 
theme is developed in the next six bars (Figure 3.14), leading to the restatement of the 
“First” theme.  
 
Figure 3. 11: Hadley, The Four Seasons, First Movement, “First” Theme, Measures 1-6. 
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Figure 3. 12: Hadley, The Four Seasons, First Movement, “First” Theme, Measures 7-15. 
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Figure 3. 13: Hadley, The Four Seasons, First Movement, “A” Theme, Measures 16-17. 
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Figure 3. 14: Hadley, The Four Seasons, First Movement, Development of “A” Theme. 
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 These two themes are present throughout The Four Seasons, just as Faust’s 
themes appear throughout Liszt’s symphony.  In the second movement, “Spring,” the “A” 
Theme is presented in retrograde, the ending fifth leap restated several times, followed by 
a minor third pattern (Figure 3.15). 
 
Figure 3. 15: Hadley, The Four Seasons, Second Movement, “A” Theme in Retrograde. 
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The third movement, “Summer,” displays fragments of the “First” Theme (First two bars 
at E), the flute and strings playing only the second and third bars of the original (Figure 
3.16). Shortly after (4 bars after E), the “Summer” theme is stated. This is similar to the 
fragmentation Faust's themes undergo as they interact with themes from other 
movements. 
 
Figure 3. 16: Hadley, The Four Seasons, Third Movement, “First” Theme followed by “Summer” 
Theme. 
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The final movement, “Autumn,” showcases several repetitions of the final bar of the “A” 
theme’s development (Figure 3.17 and 3.18). Like Liszt and MacDowell, Hadley denies 
his audience the full main theme in the concluding movement. 
 
Figure 3. 17: Hadley, The Four Seasons, Fourth Movement, “A” Theme, 2nd and 3rd Measure. 
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Figure 3. 18: Hadley, The Four Seasons, Fourth Movement, “A” Theme, 1st and 2nd Measure. 
  
Analysis of Hadley’s themes provides a clear example of broad, single subject portrayal 
through multiple themes and movements. The development of two main themes 
throughout the symphony suggests that this work is not the portrayal of four separate 
seasons, but one’s inner experience through the changing times of year.  
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 Hadley received considerable attention for this piece. In a 1925 Boston Globe 
article, subtitled, “Henry K. Hadley Has Won Fame as Composer And Conductor Here 
and in Europe,” details a $300 prize Hadley won for The Four Seasons ($10,000 in 
today’s USD currency) in a composition competition held by Paderewski in 1901, as well 
as a prize (value not listed) from a competition held by the New England Conservatory in 
the same year.155 As the first composer internationally known for his “American” 
compositions, Hadley’s work is significant in that it was modeled on Liszt’s thematic 
transformations and abstract character sketch structures established in the Faust 
Symphony to inaugurate a national style recognized by an international audience. 
 Like MacDowell, Daniel Gregory Mason (1873-1953) aspired to create American 
music through established forms. Mason informed his compositions through familial and 
literary backgrounds, connecting him to romantic tradition.156 Mason wrote three 
 
155 “Somerville Boy Will Conduct Symphonies: Henry K. Hadley Won Fame as Composer and 
Conductor Here and in Europe,” Boston Globe (February 1, 1925), A33. 
Another article written in 1923 conveys audience and critic approval of the work: 
“Henry Hadley Conducts at People’s Symphony,” Boston Globe (December 3, 1923), 7. “The 
music was obviously enjoyed by yesterday's audience. It is richly scored, effectively written, with 
little that is freakish. One of its minor good points is that the close of the last movement is not the 
conventional blaring of trumpets and thumping of dominant harmonies, but a poetic passage 
which dies slowly away, leaving the somber tone of the English horn in one’s memory.” 
156 Burnet C. Tuthill, “Daniel Gregory Mason,” The Musical Quarterly, Vol. 34, No. 1 (January 
1948), 46-53.  Daniel Mason was the nephew of William Mason, the first American piano student 
of Franz Liszt, who introduced America to Liszt’s Faust Symphony. Before composing, Mason 
was known in America as “the most widely read author on music and its composers.” In her 
article, Tuthill describes Mason’s compositional style: “We find Mason’s music consistent with 
this philosophy of artistic creation, one that springs from a family heritage, from a literary 
background, and from a thorough study of the great music of the past and its analysis in many 
lectures and books. This music is based on the well-established principles and forms of musical 
composition as taught by his eminent masters. He does not break with a past that he found to be 
good; he is no revolutionary; but because the immediate past for him was the period of romantic 
music and because of his own temperament, his music is romantic…It has taken Mason years of 
creative effort to assert his own personality, not against, but through tradition. He has allowed 
originality to take second place to workmanship and expressed his independence in not joining 
the majority of his contemporaries in their experimentalism.” 
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symphonies in his career. The first two convey no programmatic elements; however, his 
third and most well-known symphony, was modeled in the spirit of Liszt in its portrayal 
of Abraham Lincoln.  
 Mason’s, Symphony No. 3 in B Sharp Major (“A Lincoln Symphony”), op. 35 
(1935-1936), emulates Liszt’s compositional techniques created in the Faust Symphony 
through broad programmaticism, thematic development through movements, and special 
characterization of the subject through multiple themes. Mason’s four movements are 
titled, “The Candidate from Springfield,” “Massa Linkum,” “Old Abe’s Yarns,” and 
“1864 (marcia funebre).” Similar to MacDowell’s ability to prescribe different roles to 
his “Indian,” and Liszt to Faust’s development through encounters with Gretchen and 
Mephistopheles, Mason explores varying aspects of Lincoln’s character through defining 
moments in his life.157   
 Lincoln’s opening theme is represented by a three-note motive of a descending 
fifth, followed by an ascending tenth (Figure 3.19). This theme is present throughout the 
entire work, Burnet C. Tuthill eloquently describes Lincoln's developments as evident 
through thematic and musical development throughout the piece: 
 
 
Lincoln is portrayed in varying moods by different developments of his motive: 
inner struggle, as in the quiet and thoughtful fugal passage for strings in the first 
movement; contemplation in the cello recitative in the second; rough gaiety in the 
scherzo; and poignant sorrow in the statement in minor in the finale. In a 
symphony devoted to the aspects of a single character, there seems to be real 
reason for the use of the cyclical principle, a reason that may not be as cogent in 
a symphony without a program. The work turns out to be both unified and varied 
and most convincing.158 
 
157 Ibid., 53. Tuthill affirms in her analysis that these titles “characterize various aspects of 
[Mason’s] subject. 
158 Ibid., 54.  
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In her assessment, Tuthill failed to mention the other principle theme found 
within the work. This “Folk” Theme joins the “Lincoln” Theme in every movement, 
marked by dotted-eighth and sixteen note rhythms, creating a “Folk” quality or spirit 
(3.20). Mason’s employment of two themes to portray the spirit of Lincoln, and Lincoln 
the man is similar to MacDowell’s portrayal of the physical and spiritual “Indian.”  
 
Figure 3. 19: Mason, A Lincoln Symphony, First Movement, “Lincoln” Theme, Measures 1-4.  
 
 
Figure 3. 20: Mason, A Lincoln Symphony, First Movement, “Principle” Theme, Measures 13-20. 
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This “Folk” Theme develops throughout movements in a similar manner to the 
“Lincoln” Theme. For example, Mason changes the sonorities of the original “Folk” 
Theme in his second movement, introducing flat fifths and raised thirds. Most 
importantly, the final movement transforms the “Folk” Theme into a funeral march, 
eradicating the jovial eighth-sixteenth relationship in the theme’s first utterance, 
maintaining only the skeleton of the theme’s structure (Figure 3.21).  
 
Figure 3. 21: Mason, A Lincoln Symphony, Fourth Movement, “Folk” Theme Transformation to 
Funeral March, Measures 25-29. 
 
Not only did Mason portray Lincoln as a man that went through serious 
transformation through his development of themes, but he employed the recognizable 
melodic contour of the United States National Anthem to create the structure of Lincoln’s 
theme (Figure 3.22), thereby suggesting his patriotism.159 This characterization portrays 
the celebrated president’s nationalism, and is similar in vain to Liszt’s care in 
characterizing his main subject, Faust, as a learned person. 
 
 
159 David Neal Kapek, “The Three Symphonies of Daniel Gregory Mason: Style Critical and 
Theoretical Analyses” (University of Florida, 1982), 106.  
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Figure 3. 22: Lincoln Motif compared to the National Anthem. 
 
Mason sought to create American music that was individual yet followed a 
conservative path.160 It is through Liszt’s influence, specifically through his Faust 
Symphony, that Mason accomplishes his goal. Mason employs Liszt’s development of 
themes and character through programming that supports the exploration of a subject’s 
psychology. In incorporating recognizable American motives to this foundation, Mason 
represented a school of composers who looked to their immediate past to inform their 
present.161 
 
160 Daniel Gregory Mason, Contemporary Composers (New York: The MacMillan Co., 1918), 
271-272. Mason promoted the study of romantic models, especially to young composers in his 
book, Contemporary Composers: "For it is indeed the peculiar good fortune of the young 
American composer that he finds spread out before him, as the models through the study of which 
he is to acquire an important part of his technical equipment and of his general attitude towards 
the arts, the masterpieces of the various European countries, among which he may pick and 
choose as his individual taste directs, and without being hampered by those annoying racial and 
national jealousies from which the most intelligent European cannot quite free himself.” 
161 Elliott Carter, “Vacation Novelties, New York,” Modern Music (January 1, 1938), 97. Not all 
of Mason’s contemporaries agreed with this position. Elliott Carter attack’s Mason’s form and 
melodies in a 1937 article for Modern Music: “Deliberate use of this dated quality to produce a 
musical effect is slightly higher in the scale of sophistication, as illustrated in Mason’s Abraham 
Lincoln Symphony. With a program as ambitious as an Ives symphony, Mason dealt with all 
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Conclusion 
 The source of compositional influence shifted drastically in the next generation of 
United States composers. During the First World War, German musicians and 
compositions faced harsh criticisms. Strong anti-German sentiments,162 coupled with the 
disbanding of German American institutions,163 provided a rift in tradition that had 
established United States Symphonic Music. The Faust Symphony specifically suffered in 
performance during these years. Karl Muck, whom at the time was the Faust Symphony’s 
most adamant and well-known supporter, through his revival of Liszt’s unpublished 
revision with the Boston Symphony Orchestra (January 1, 1915) had been taken into 
custody in 1917 for treason. Because of this, the Faust Symphony was not performed in 
the United States for three years, and six in Boston.164  
 United States composers who once sought to study composition in Germany, now 
turned to France for their education. Nadia Boulanger, known for her instruction of 20th 
century United States composers, especially at “The American School at Fontainebleau” 
left a legacy highlighted in Leon Botstein’s article, "Nadia Boulanger: Teacher of the 
Century:” 
 
 
phases of Lincoln’s life. His interest was in the picturesque quick-steps, and Negro tunes; the 
symphony disappointed by being small music about a great subject. It had a certain neo-early 
American charm that put it above the usual run of Mason’s music, but it, too, was a feeble taste of 
what our music really has achieved.” 
162 Erinn Knyt, “Ferruccio Busoni, the Boston Symphony Orchestra, and Expanding Musical 
Borders” (forthcoming in American Music), 14. “Germany was considered the instigator of the 
war, and there began to be strong anti-German movement in the U.S., and in the Boston area, in 
particular. Foods and streets were renamed (i.e. “liberty sandwich versus hamburger”), and the 
German language was prohibited in schools. Some German Americans were forced to kiss the 
flag or sing the national anthem (sometimes in the middle of the night) to prove national 
allegiance. There were lynchings and anti-German posters that spread fear about Germans.” 
163 Ibid., 17.  
164 Reference Table 1.1 
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We might therefore conclude that what made Boulanger a great and magnetic 
teacher not only for a cadre of famous composers but for many other 
distinguished musicians who studied with her was less the imposition of an 
aesthetic than the transmission of discipline and the encouragement of 
individuality. Indeed, the sheer range of her pupils’ styles and development is 
astonishing.165   
  
Although many of her students followed French Neoclassical trends, allowing for 
more “accessible styles,”166 Boulanger’s knowledge of the Faust Symphony is 
documented. In a letter between Aaron Copland and Boulanger on September 22, 1922, 
Copland informs Boulanger that he obtained a score of Liszt’s Faust Symphony. The 
language of the letter implies previous correspondence between Copland and Boulanger 
about Liszt’s work (Figure 3.23).167 This letter precedes Copland’s Symphony for Organ 
and Orchestra by two years. Despite this close proximity, Copland’s symphony does not 
demonstrate the elements of broad programmaticism through a psychological subject 
discussed in this chapter. Even so, it displays a Lisztian attention to abstract thematic 
development, an aspect of Liszt’s influence that would live on even with the decline of 
other aspects of his symphonic legacy. 
 
165 Leon Botstein, "Nadia Boulanger: Teacher of the Century” (American Symphony Orchestra, 
1998).  
166 Ibid. 
167 Aaron Copland, “Image 1 of Letter from Aaron Copland to Nadia Boulanger, September 22, 
1922” (Library of Congress, September 22, 1922), accessed March 31, 2020, 
https://www.loc.gov/resource/copland.corr0056.0/?st=text. Bei Jürgens -- Brückenallee 17Berlin 
-- Sept 22, 1922 
Dear Mademoiselle Boulanger, -Many, many thanks for your kind letter. I am now writing to let 
you know what success I have had in obtaining the various things you asked for. I have been able 
to get the Liszt "Faust Symphony" and an excellent edition of the 12 "Symphonic Poems" in three 
volumes as well as Berlioz's "Symphonie Fantastique." However, I'm sorry to say that the "Traité 
d'Harmonie" de Schoenberg has been out of print (epuisé) for almost a year. Also, the French 
translation of Lilli Lehmann's "How to Sing" is unobtainable in Berlin, but I have bought the 
German edition. (The French version of this work is published by Rouart, Lerolle.) 
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 Lisztian inspiration survived largely through Liszt’s association to his Hungarian 
heritage, as well as the new popularity in non-Germanic forms. Liszt's music specifically 
associated with the composer’s innovations, including symphonic poems and virtuosic 
piano compositions prevailed, a trend still observed today, especially in the academic 
attention these works receive. Yet to provide a clear picture of Liszt, this thesis hopes to 
begin a trend, shifting academic attention towards Liszt’s symphonic compositions. Only 
through additional study of Liszt’s influence on symphonic composition in the United 
States, and in his dissemination, the world, will the extent of his impact be fully 
recognized.  
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Figure 3. 23: Letter Composed by Aaron Copland to Nadia Boulanger, September 22, 1922. 
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CONCLUSIONS 
 
Liszt’s Faust Symphony was instrumental in shaping United States orchestral music 
traditions and repertoire. In turn, the U.S. helped spread knowledge of the piece by 
making it accessible to a wide demographic. This thesis provides the first detailed 
documentation of Liszt’s orchestral influence through the Faust Symphony in the United 
States. In particular, it shows that the Faust Symphony was performed regularly across 
the United States from its introduction in 1863 to the present day. These performances 
occurred primarily on the east coast, where significant conductors created American 
orchestral repertoires including the Faust Symphony, but performances eventually spread 
to the Midwest and the West. The piece’s positive reception is evident from numerous 
positive reviews of the symphony, and numerous performance requests from the general 
public for the piece. 
 In addition, it reveals that the symphony was well represented in the media, 
thereby making the piece widely accessible, even while suggesting widespread interest in 
it. Although orchestras were bound by limitations such as conductor taste and 
institutional resources, radio broadcasts provided direct representations of public 
preference. The popularity of the symphony is specifically demonstrated by its adaptation 
to a 78rpm disk set, first produced by Columbia records in 1937. These sets were only 
created for pieces high in demand, as producers wanted to guarantee sales despite 
setbacks in price, and frequent flipping of records while listening.  
Finally, my thesis has shown that early United States composers’ adaptations of 
Liszt’s thematic devices demonstrated the reverence musicians in the United States held 
for Liszt as a symphonic composer. Pieces by United States composers used Lisztian 
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transformation and development to create works that established a tradition of symphonic 
music in the United States and that inspired the future trajectory of orchestral 
compositions by United States composers. 
 All of these different approaches reveal that Liszt had a reputation as a serious 
symphonic composer in the early 20th century in the United States. However, the piece’s 
reception has been uneven due, in part, to shifting politics and aesthetic taste. For 
instance, rising political tensions during World War I that involved significant anti-
Germanic sentiment contributed to an eventual loss of knowledge about Liszt’s 
reputation as a symphonic composer. Despite this change, Liszt’s Faust Symphony was 
not completely forgotten and continued to be performed by several loyal conductors such 
as Serge Koussevitsky and Leonard Bernstein who aimed to bring Liszt’s symphonic 
compositions to the United States public. 
 At the same time, this thesis documents a more recent decline in the number of 
performances of Liszt’s Faust Symphony in the United States, especially since 1990, even 
despite a  significant increase in the accessibility of the piece due to new technology and 
worldwide platforms, such as Spotify and YouTube. These shifts suggests that the Faust 
Symphony has not declined in pubic and special audience appreciation, but rather, a 
general decline in orchestral institutions resources required to showcase a work of this 
scale. However, these larger questions of continued relevance and reception today are 
beyond the scope of this thesis and will have to be documented and solved in additional 
studies. Moreover, this thesis does not aim to present a comprehensive representation of 
Liszt’s orchestral influence in the United States, as it focuses on only one of his 
orchestral compositions. In addition, the narrow focus on reception in the United States 
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begs for additional research about reception histories in other nations so that broader 
trends in Liszt reception can be made.   
While many questions remain unanswered about the reception of Liszt’s Faust 
Symphony, this thesis hopes to initiate the discussion and to inspire future performances 
of Liszt’s capstone orchestral composition. As Walker notes, “when it is properly played, 
it enhances the reputation of its composer whenever it is heard.” Liszt thus survives 
through his legacy, the extent of which is only now beginning to be understood. 
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APPENDIX 
TABLES 
 
Table A. 1: Performances of Liszt’s Faust Symphony in the United States 
Date  Conductor Institution  Movements Programed  Citation of Review 
May 23, 1863 Carl Bergmann Volunteering members of 
the Philharmonic Society 
at Irving Hall, NYC 
(U.S. Premiere) 
Entire Symphony “Musical 
Correspondence,” 
Dwight’s Journal of 
Music vol. XXIII, no. 5 
(1863), 36. 
January 30, 
1864 
Carl Bergmann  Philharmonic Society at 
the Academy of Music, 
NYC  
Entire Symphony Philharmonic Society 
Concert,” Dwight’s 
Journal of Music vol. 
XXIII, no. 24 (1864): 
192. 
 
March 21, 
1868 
Theodore Thomas  New York Symphony “Gretchen” Theodore Thomas, 
George P. Upton, and 
Leon Stein, A Musical 
Autobiography (New 
York: Da Capo Press, 
1964), 86.  
October 14, 
1870 
Theodore Thomas  Boston Symphony 
Orchestra  
“Gretchen” Theodore Thomas, 
George P. Upton, and 
Leon Stein, A Musical 
Autobiography (New 
York: Da Capo Press, 
1964), 90.  
September 11, 
1873 
Theodore Thomas Theodore Thomas 
Orchestra for Central 
Park Garden Concerts  
“Gretchen” Theodore Thomas, 
George P. Upton, and 
Leon Stein, A Musical 
Autobiography (New 
York: Da Capo Press, 
1964), 125.  
March 21, 
1874 
Theodore Thomas Theodore Thomas 
Orchestra at Steinway 
Hall 
Entire Symphony Theodore Thomas, 
George P. Upton, and 
Leon Stein, A Musical 
Autobiography (New 
York: Da Capo Press, 
1964), 89.  
March 17, 
1877 
Theodore Thomas Brooklyn Philharmonic 
Society 
“Gretchen” Theodore Thomas, 
George P. Upton, and 
Leon Stein, A Musical 
Autobiography (New 
York: Da Capo Press, 
1964), 60.  
April 7, 1877 Theodore Thomas Theodore Thomas 
Orchestra at Steinway 
Hall  
Entire Symphony  “New York,” Dwight’s 
Journal of Music vol. 
XXXVII, no. 2 (1877), 
15-16. 
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July 23, 1877 Theodore Thomas Theodore Thomas 
Orchestra at the 
Exposition Building in 
Chicago, for a “Request 
Program”  
“Gretchen” Theodore Thomas, 
George P. Upton, and 
Leon Stein, A Musical 
Autobiography (New 
York: Da Capo Press, 
1964), 189.  
December 5, 
1879 
Bernhard 
Listemann 
Philharmonic Orchestra 
in Boston 
“Gretchen” “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
29, Week 22 (1909-
1910), 13. 
December 
10  and 11, 
1880 
Theodore Thomas Philharmonic Society at 
the Academy of Music 
Entire Symphony Theodore Thomas, 
George P. Upton, and 
Leon Stein, A Musical 
Autobiography (New 
York: Da Capo Press, 
1964), 186. 
December 17, 
1880 
Bernhard 
Listemann  
Philharmonic Orchestra 
for the Harvard Musical 
Association (first full 
performance in Boston) 
Entire Symphony  “Music in Boston,” The 
Musical Review vol. III, 
no.11 (1880), 175. 
December 27, 
1880 
Leopold Damrosch New York Philharmonic 
Society at the Academy 
of Music 
Entire Symphony  “New York,” The 
Musical Herald vol. II, 
no. 1 (1881), 23. 
December 17, 
1881 
Bernhard 
Listemann  
NY Philharmonic 
Orchestra 
Entire Symphony “Fourth Concert: Liszt, 
A Faust Symphony,” 
Dwight’s Journal of 
Music vol. XLI, no. 
1036 (1881), 8. 
March 7 and 
8, 1884 
Leopold Damrosch Symphony Society of 
New York at the 
Academy of Music  
Entire Symphony “Amusements,” New 
York Times (March 7, 
1884), 6.  
November 21, 
1885 
Wilhelm Gericke  Boston Symphony 
Orchestra at Boston 
Music Hall  
“Gretchen” “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
29, Week 22 (1909-
1910), 13. 
April 10, 1888 Theodore Thomas does not mention 
location or establishment, 
I think NY 
Entire Symphony “Music-The 
Drama,”New-York 
Tribune (April 9, 1888), 
3.  
July 17, 1888 Theodore Thomas Chicago Symphony 
Orchestra 
“Gretchen,” 
“Mephistopheles,” and 
“Chorus Mysticus” 
Theodore Thomas, 
George P. Upton, and 
Leon Stein, A Musical 
Autobiography (New 
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York: Da Capo Press, 
1964), 219. 
October 19 
and 20, 1888 
Wilhelm Gericke  Boston Symphony 
Orchestra at Boston 
Music Hall  
“Gretchen” “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
8, Week 2 (1888-1889), 
3. 
March 8 and 
9, 1889  
Theodore Thomas The Philharmonic 
Society at Metropolitan 
Opera House 
“Gretchen” “Amusements,” New 
York Times (March 9, 
1889), 4.  
March 22 and 
24, 1894  
Emil Paur  Boston Symphony 
Orchestra at Boston 
Music Hall  
Symphony without 
chorus 
“Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
13, Week 20 (1893-
1894), 3. 
March 27, 
1894 
Walter Damrosch  Actors Fund at Music 
Hall  
Entire Symphony “Notes on Music,” New 
York Times (March 11, 
1894), 13.  
 
April 9 and 
10, 1897 
Anton Seidl  Philharmonic Society at 
Carnegie Hall  
Entire Symphony “Display Ad 12 - No 
Title,” New York Times 
(April 4, 1897), 7.  
 
March 10 and 
11, 1899 
Wilhelm Gericke  Boston Symphony 
Orchestra 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
18, Week 18 (1898-
1899), 5. 
March 11, 
1899 
Theodore Thomas Chicago Orchestra Entire Symphony Theodore Thomas, 
George P. Upton, and 
Leon Stein, A Musical 
Autobiography (New 
York: Da Capo Press, 
1964), 323. 
April 7, 1900 Theodore Thomas  Chicago Orchestra Entire Symphony Theodore Thomas, 
George P. Upton, and 
Leon Stein, A Musical 
Autobiography (New 
York: Da Capo Press, 
1964), 327. 
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May 1, 1900 Theodore Thomas  Fourteenth “May Music 
Festival” of Cincinnati 
with the Theodore 
Thomas Orchestra 
Entire Symphony “News and Gossip 
about Music and 
Musicians,” The 
Indianapolis Journal 
(April 29, 1900), 14. 
March 14 and 
15, 1902  
Emil Paur Philharmonic Society Entire Symphony “Music in a Provincial 
City,” New York Times 
(May 4, 1902), 9.  
March 8, 1904 Fritz Scheel  Philadelphia Orchestra at 
Symphony Hall; Boston, 
MA  
Symphony without 
chorus 
“Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
29, Week 22 (1909-
1910), 13. 
March 24 and 
25, 1905 
Frank Kogel, 
Gustav F. Kogel 
Philharmonic Society at 
Carnegie Hall 
Entire Symphony “Kogel Conducts Last 
Philharmonic Concert,” 
New York Times (Mar 
25, 1905), 6. 
 
Sept 28, 1905  Not listed, likely 
Wallace Goodrich 
“Worcester Music 
Festival” at Mechanics 
Hall; Worcester, MA 
“Gretchen” “Worcester Music 
Festival Next Week,” 
The Hartford Courant 
(Sep 23, 1905), 11. 
April 12 and 
14, 1906 
Wilhelm Gericke  Boston Symphony 
Orchestra 
Symphony without 
chorus 
“Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
29, Week 22 (1909-
1910), 13. 
December 28, 
1907 
Walter Damrosch New York Symphony 
Orchestra 
Entire Symphony “Timely Musical 
Comment,” New-York 
Tribune (December 22, 
1907), 4.  
December 29, 
1907 
Walter Damrosch New York Symphony 
Orchestra for the 
Weekly, “Sunday 
Series”  
Entire Symphony “The New York 
Symphony,” New York 
Times (December 30, 
1907), 7.   
October 19, 
1908 
Carl Pohlig Philadelphia Orchestra at 
Carnegie Hall  
Entire Symphony “Philadelphia 
Orchestra,” New York 
Times (Oct 20, 1908), 9. 
April 15 and 
16, 1910 
Max Fiedler Boston Symphony 
Orchestra 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
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29, Week 22 (1909-
1910), 13. 
October 15, 
1911 
Franz X. Arens Peoples Symphony 
Orchestra at Carnegie 
Hall 
“Gretchen” “News of the Music 
World,” New York 
Times (Oct 15, 1911), 
10. 
October 25, 
1911 
Not listed, likely 
Josef Stransky  
New York Symphony 
Orchestra 
Entire Symphony “Music and Musicians,” 
The Fargo Forum and 
Daily Republican 
(October 21, 1911), 13. 
October 27, 
1911 
Walter Damrosch  New York Symphony 
Society 
Entire Symphony “Symphony Society 
Gives Liszt Music,” 
New York Times (Oct 
28, 1911), 13.  
November 6, 
1911 
Frederick Stock Detroit Orchestra 
Association with the 
Thomas Symphony 
Orchestra of Chicago 
Entire Symphony “Music,” The Detroit 
Times (November 6, 
1911), 3. 
December 19 
and 20, 1912 
Josef Stransky The Philharmonic 
Society in New York 
City  
Entire Symphony “Honor Pulitzer’s 
Memory. 
Philharmonic’s 
Programme Includes 
Donor’s Favorite 
Composers,” New York 
Times (Dec 20, 1912), 
12. 
January 1 and 
2, 1915 
Karl Muck  Symphony Hall in 
Boston, MA  
Entire Symphony, 
Revised Manuscript  
“Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
34, Week 10 (1914-
1915), 4. 
February 10, 
1915 
Walter Damrosch The Symphony Society 
with the New York 
Symphony Orchestra at 
Carnegie Hall 
“Gretchen” “A Liszt Concert,” New 
York Times (February 
11, 1915), 9.  
April 2 and 3, 
1915 
Karl Muck  Boston Symphony 
Orchestra at Symphony 
Hall; Boston, MA 
Entire Symphony, 
Revised Manuscript  
“Liszt’s ‘Faust’: Great 
Symphony Repeated in 
Fine Performance,” 
Boston Daily Globe 
(April 3, 1915), 3.  
Dec 22 and 23, 
1916 
Karl Muck  Boston Symphony 
Orchestra at Symphony 
Hall; Boston, MA 
Entire Symphony, 
Revised Manuscript  
“‘Faust’ Symphony 
Nobly Performed,” 
Boston Daily Globe 
(Dec 23, 1916), 4.  
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January 18 
and 19, 1917 
Josef Stransky Carnegie Hall Entire Symphony “Philharmonic’s 
Jubilee,” New York 
Times (January 19, 
1917), 8.  
March 2 and 
3, 1917  
Leopold 
Stokowski  
Philadelphia Orchestra Entire Symphony “Night Extra,” Evening 
Public Ledger (March 
3, 1917), 13. 
March 9 and 
10, 1917  
Karl Muck Boston Symphony 
Orchestra at Symphony 
Hall; Boston, MA 
Entire Symphony, 
Revised Manuscript  
“Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
36, Week 17 (1914-
1915), 3. 
March 15 and 
17, 1917 
Karl Muck Boston Symphony 
Orchestra at Carnegie 
Hall, NYC 
Entire Symphony, 
Revised Manuscript  
“The Boston 
Orchestra,” New York 
Times (March 16, 
1917), 9. 
November 23, 
1920 
Walter Damrosch New York Symphony 
Orchestra at the National 
Theatre; Washington, 
D.C.  
Entire Symphony “N.Y. Symphony in 
Contrast Music,” The 
Washington Times 
(November 24, 1920), 
2. 
November 28, 
1920 
Walter Damrosch The Symphony Society 
in Aeolian Hall, NYC  
Entire Symphony “Music,” The New York 
Herald (November 28, 
1920), 7. Image 43. 
March 9 and 
10, 1923  
Pierre Monteux  Boston Symphony 
Orchestra at Symphony 
Hall; Boston, MA 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
42, Week 18 (1922-
1923), 4. 
March 17, 
1923 
Pierre Monteux  Boston Symphony 
Orchestra at Carnegie 
Hall 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Trip Series,” 
Boston Symphony 
Orchestra Program 
Books, Season 42, 
Saturday Concert 4 
(1922-1923), 3. 
February 19 
and 20, 1926  
Serge 
Koussevitzky  
Boston Symphony 
Orchestra at Symphony 
Hall 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
45, Week 16 (1925-
1926), 3. 
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March 18 and 
19, 1932 
Serge 
Koussevitzky  
Boston Symphony 
Orchestra at Symphony 
Hall 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
51, Week 19 (1931-
1932), 3. 
April 8 and 9, 
1932 
Serge 
Koussevitzky  
Boston Symphony 
Orchestra at the 
Brooklyn Academy of 
Music 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Trip Series,” 
Boston Symphony 
Orchestra Program 
Books, Season 51, 
Concert 5 (1931-1932), 
3. 
April 19, 1932 Serge 
Koussevitzky  
Boston Symphony 
Orchestra at Symphony 
Hall; Boston, MA 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Tuesday 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
51, Concert F (1931-
1932), 3. 
March 11, 
1936 
Hans Kindler The National Symphony 
Orchestra at Constitution 
Hall; Washington, D.C. 
Entire Symphony “In the World of 
Music,” Evening Star 
(March 11, 1936), 34. 
April 3, 36 Serge 
Koussevitzky  
Boston Symphony 
Orchestra at Carnegie 
Hall 
Entire Symphony “Music: Symphony 
Hall,” Daily Boston 
Globe (October 24, 
1936), 13.  
October 23 
and 24, 1936  
Serge 
Koussevitzky, 
Richard Burgin 
(Assistant 
Conductor)  
Boston Symphony 
Orchestra at Symphony 
Hall 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
56, Week 3 (1936-
1937), 3. 
October 27, 
1936 
Serge 
Koussevitzky, 
Richard Burgin 
(Assistant 
Conductor)  
Boston Symphony 
Orchestra at Metropolitan 
Theatre, Providence 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Trip Series,” 
Boston Symphony 
Orchestra Program 
Books, Season 56, 
Concert 1 (1936-1937), 
3. 
March 15, 
1936 
Hans Kindler National Symphony 
Orchestra at Constitution 
Hall in Washington D.C. 
Entire Symphony “National Symphony to 
Play Famous Liszt 
Work,” Evening Star 
(March 14, 1936), B-4. 
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March 16, 
1937 
Serge 
Koussevitzky, 
Richard Burgin 
(Assistant 
Conductor)  
Boston Symphony 
Orchestra at Symphony 
Hall 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Tuesday 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
56, Concert D (1936-
1937), 3. 
April 2, 1937 Serge 
Koussevitzky  
Boston Symphony 
Orchestra at the 
Brooklyn Academy of 
Music 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Trip Series,” 
Boston Symphony 
Orchestra Program 
Books, Season 56, 
Concert 5 (1936-1937), 
3. 
April 3, 1937 Serge 
Koussevitzky, 
Richard Burgin 
(Assistant 
Conductor)  
Boston Symphony 
Orchestra at Carnegie 
Hall 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Trip Series,” 
Boston Symphony 
Orchestra Program 
Books, Season 56, 
Concert 5 (1936-1937), 
5. 
May 9, 1939 Burle Marx The New York 
Philharmonic Symphony 
Orchestra at the Hall of 
Music; World’s Fair 
Grounds, NYC 
Entire Symphony “1939 May 09, World’s 
Fair,” Leon Levy Digital 
Archives (2019): 4. 
https://archives.nyphil.o
rg/index.php/artifact/bcf
fdc6a-255a-4a73-916c-
61417166918a-
0.1/fullview#page/4/mo
de/2up. 
March 28 and 
29, 1941 
Serge 
Koussevitzky  
Boston Symphony 
Orchestra, singing 
Harvard glee club (G. 
Wallace Woodworth, 
Conductor) 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
60, Week 20 (1940-
1941), 3. 
April 2, 1941 Serge 
Koussevitzky  
Boston Symphony 
Orchestra at the 
Gymnasium of Rutgers 
University, New 
Brunswick NJ 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Trip Series,” 
Boston Symphony 
Orchestra Program 
Books, Season 60, 
Rutgers University 
(1936-1937), 2. 
April 3 and 5, 
1941 
Serge 
Koussevitzky  
Boston Symphony 
Orchestra at Carnegie 
Hall 
“Mephistopheles” and 
“Chorus Mysticus” 
“Boston Symphony 
Orchestra Concert 
Program, Trip Series,” 
Boston Symphony 
Orchestra Program 
Books, Season 60, 
Concert 5 (1940-1941), 
3. 
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July 18, 1941 Serge 
Koussevitzky  
Boston Symphony 
Orchestra at Tanglewood 
“Faust” and “Gretchen” Boston Symphony 
Orchestra, “Tanglewood 
Music Center 
Yearbook, 1941,” 
Boston Symphony 
Orchestra Archives 
(Lenox; MA, 1941), 
148. 
March 1, 1942 Dr. Hans Kindler The National Symphony 
Orchestra at Constitution 
Hall; Washington, D.C. 
Entire Symphony  Alice Eversman, “Liszt 
Poem Features 
Symphony,” Evening 
Star (March 2, 1942), 
A-11.  
March 15, 
1946 
Leonard Bernstein  Rochester Orchestra in 
Rochester, NY 
Entire Symphony Noel Strauss, 
“Bernstein Leads Faust 
Symphony,” New York 
Times (March 16, 
1946), 9.  
November 26 
and 27, 1948  
Serge 
Koussevitzky, 
Richard Burgin 
(Assistant 
Conductor)  
Boston Symphony 
Orchestra at Symphony 
Hall; Boston, MA 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
68, Week 7 (1948-
1949), 3. 
July 30, 1949 Serge 
Koussevitzky  
Boston Symphony 
Orchestra at the 
Koussevitzky Music 
Shed, Tanglewood, MA 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Tanglewood 
Series,” Boston 
Symphony Orchestra 
Program Books, 
Summer 1949, Concert 
6 (1948-1949), 3. 
February 26 
and 27, 1954 
Charles Munch 
(Music Director) 
and Richard 
Burgin (Associate 
Conductor) 
Boston Symphony 
Orchestra at Symphony 
Hall; Boston, MA 
Symphony without 
chorus 
“Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
73, Week 17 (1953-
1954), 3. 
April 29, 1959 Jean Morel  Juilliard Orchestra at 
Juilliard  School of 
Music 
Entire Symphony “Juilliard School of 
Music Invites You to 
Join The Juilliard 
Association" New York 
Times (October 18, 
1959), 1. 
November 4, 
1960 
Leonard Bernstein New York Philharmonic 
at Carnegie Hall 
Entire Symphony Raymond Erickson, 
“Music: Philharmonic 
Pays Tribute to 
Mitropoulos,”New York 
Times (November 5, 
1960), 28.  
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January 8, 9, 
and 10, 1970 
William Steinberg Boston Symphony 
Orchestra at Tanglewood 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Subscription 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
89, Week 13 (1969-
1970), 9. 
November 14, 
1971 
Leonard Bernstien  Philharmonic Hall  Entire Symphony “Off-Season Bet on 
Boulez, Schonberg,” 
New York Times (May 
16, 1971), 13. 
June 8 and 9, 
1972  
Margaret Hillis Chicago Symphony 
Chorus 
Not listed, possibly only 
“Chorus Mysticus” 
“Performance: Liszt: 
Faust Symphony,” 
Rosenthal Archives of 
the Chicago Symphony 
Orchestra (June 8, 
1972), accessed 
February 3, 2020, 
https://theodore.cso.org.  
February 13, 
1972 
Leonard Bernstein  New York Philharmonic 
Young People’s Concert 
#1, 15th Season 
Symphony without 
chorus 
Leonard Bernstein, 
“Liszt and the Devil,” 
Young People’s 
Concerts Scripts 
(November 14, 1971), 
accessed November 1, 
2019, 
https://www.loc.gov/res
ource/lbypc.0553.0/?sp
=1. 
July 24, 1976 Leonard Bernstein  Boston Symphony 
Orchestra at 
Tanglewood; Lenox, 
MA  
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Tanglewood 
Series,” Boston 
Symphony Orchestra 
Program Books, 
Summer 1976, Week 4 
(1948-1949), 19. 
June 3, 1981 James Conlon New York Philharmonic 
at Avery Fischer Hall, 
NYC 
Entire Symphony Thor Eckert Jr., “The 
Between-Season 
Challenge,” Christian 
Science Monitor (June 
30, 1981), 19. 
October 5, 
1982 
Ricciardo Muti Philadelphia Orchestra at 
Carnegie Hall; NYC 
Entire Symphony Donal Henahan, 
“Music: Muti Leads 
‘Faust’ Symphony,” 
New York Times 
(October 6, 1982), 79. 
January 16 
and 18, 1986 
Georg Solti  Chicago Symphony 
Orchestra and Chorus 
Entire Symphony Robert C. Marsh, “Solti 
Returns, Takes 
Symphony All Out 
With Liszt Program,” 
Chicago Sun-Times 
(January 17, 1986), 37. 
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August 14 and 
16, 1986 
James Conlon Grant Park Symphony 
for “Summer in Chicago” 
at Ravinia; Chicago, IL 
Entire Symphony Robert C. Marsh, 
“Summer Should Be 
Hot At Grant Park, 
Ravinia,” Chicago Sun-
Times (June 22, 1986), 
3. 
  
February 9, 
1990 
Simon Rattle The Los Angeles 
Philharmonic  
Entire Symphony Richard S. Ginell, 
“Rattle and Company 
Tackle ‘Faust’,” Daily 
News of Los Angeles 
(February 10, 1990), 
L19.  
November 25, 
1990 
Peter Tiboris Manhattan Philharmonic 
at Carnegie Hall 
Entire Symphony “Tenor Bemoans 
Shortage of ‘Middle-
Range’ Stars In Music,” 
The Star-Ledger 
(November 18, 1990), 
3.  
May 15 and 
16, 1991 
Christian Badea  Ohio Theatre Entire Symphony “Watts, Nero Among 
Highlights of 
Symphony Season,” 
The Columbus Dispatch 
(February 17, 1991), 
91.  
January 27, 
28, and 29, 
1994  
Simon Rattle Boston Symphony 
Orchestra at Symphony 
Hall 
Entire Symphony “Boston Symphony 
Orchestra Concert 
Program, Thursday A 
Series,” Boston 
Symphony Orchestra 
Program Books, Season 
113, Concert 3 (1993-
1994), 15. 
December 11, 
2011 
Leon Botstein American Symphony 
Orchestra at Carnegie 
Hall  
Entire Symphony Peter Laki, “Franz 
Liszt: Faust 
Symphony,” American 
Symphony Orchestra 
(December 11, 
2011) accessed on 
December 15, 2019, 
https://americansympho
ny.org/liszts-faust-
symphony/. 
February 7 
and 9, 2019  
Gianandrea 
Noseda 
National Symphony 
Orchestra at the Kennedy 
Center 
Entire Symphony "National Symphony 
Orchestra: Schumann’s 
Piano Concerto/ Noseda 
Conducts Brahms,” The 
Kennedy Center 
(February 7, 2019), 
accessed December 15, 
2020, 
https://www.kennedy-
center.org/calendar/eve
nt/NTCSI#tickets. 
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Table A. 2: Radio Broadcasts of the Faust Symphony in the United States 
Date  Institution Radio 
Station 
Location  Start 
Time 
Programmin
g 
Special 
Titles or 
Distinctions 
Citation 
March 10, 
1937 
Radio 
Orchestra Hall 
WCOP  Boston 3:00 PM Entire 
Symphony  
n/a "Other 8 -- no 
Title,” Daily 
Boston Globe 
(March 10, 
1937), 19. 
September 
4, 1938 
Not included WQXR New York 11:00 
PM 
Entire 
Symphony 
n/a “Radio 
Programs 
Scheduled for 
Broadcast This 
Week,” New 
York Times 
(Sep 4, 1938), 
107.  
October 2, 
1938 
Berlin  DJD, 11.77 New York 9:30 PM Entire 
Symphony 
n/a “Listening-In 
On Distance: 
Forecasting 
Reception,” 
New York 
Times 
(October 2, 
1938), 170.  
June 1, 
1939 
Not included WQXR New York 10:00 
PM 
Entire 
Symphony 
n/a “Radio 
Programs 
Scheduled For 
Broadcast This 
Week,” New 
York Times 
(May 28, 
1939),  X9. 
August 18, 
1939 
Not included WQXR New York  4:30 PM Entire 
Symphony 
n/a “Radio 
Programs 
Scheduled For 
Broadcast This 
Week,” New 
York Times 
(August 13, 
1939), X9. 
July 19, 
1944 
Not included  WNYC, 
WNYC-FM 
New York  7:05 PM Shared with 
“Totentanz” 
and 
“Hungarian 
Fantasia,” so 
likely an 
excerpt. 
Masterwork 
Hour of 
Liszt Music 
“Radio 
Programs of 
the Week,” 
New York 
Times (July 
16, 1944), X6.  
March 3, 
1945 
Not included  WNYC, 
WNYC-FM 
New York 7:05 PM Entire 
Symphony 
n/a “Radio 
Concerts,” 
New York 
Times 
(February 25, 
1945), X6.  
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July 18, 
1945 
Not included WNYC, 
WNYC-FM 
New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts,” 
New York 
Times (July 
15, 1945), 24.  
April 3, 
1946 
Not included WNYC, 
WNYC-FM 
New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Programs of 
the Week: 
Radio 
Concerts,” 
New York 
Times (March 
31, 1946), 56.  
April 28, 
1946 
Philharmonic 
Orchestra of 
Paris and the 
Vlassoff 
Chorus under 
Selmar 
Meyrowitz 
WINX Washington 7:05 PM Entire 
Symphony 
with chorus 
Enjoy 
Sunday with 
WINX, 
Subtitle: The 
Famous 
Faust 
Symphony 
by Franz 
Liszt  
"Display Ad 
17 -- No 
Title,” The 
Washington 
Post (April 28, 
1946), 1. 
June 29, 
1946 
Symphony 
Hall  
WQXR, 
WQXR-FM 
New York 8:05 AM Entire 
Symphony 
n/a “Radio 
Concerts,” 
New York 
Times (June 
23, 1946), X6. 
July 21, 
1946 
C. B. S. 
Symphony 
Orchestra 
under Bernard 
Bermann 
WEEI Boston 3:00 PM Entire 
Symphony 
n/a “Other 46 -- 
No Title,” 
Daily Boston 
Globe (July 
21, 1946), 1. 
April 25, 
1947 
Villabella  WINX Washington 2:00 PM Entire 
Symphony 
with chorus 
n/a "Today's 
Radio 
Programs,” 
The 
Washington 
Post (April 25, 
1947), 19. 
January 
26, 1948 
Not included WABF New York 8:00 PM Entire 
Symphony 
n/a “Radio 
Musical 
Concerts on 
the Air,” New 
York Times 
(January 25, 
1948), X9.  
June 28, 
1948 
Not included WABF New York 8:00 PM Entire 
Symphony 
n/a “Radio 
Concerts,” 
New York 
Times (June 
27, 1948), X9. 
July 24, 
1948 
Not included WABF New York 8:00 PM Entire 
Symphony 
n/a “The Music 
Calendar: 
Leading 
Concerts of the 
Week on the 
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Air,” New 
York Times 
(July 18, 
1948), X7. 
October 3, 
1948 
C. B. S. 
Symphony 
Orchestra 
under Bernard 
Hermann 
WTOP, 
WCBS 
Washington
, New York  
3:00 PM Entire 
Symphony 
with chorus 
n/a "Tops Today 
on the Air,” 
The 
Washington 
Post (October 
3, 1948), 1. 
October 
22, 1948 
Philharmonic 
Orchestra of 
Paris and the 
Vlassoff 
Chorus under 
Selmar 
Meyrowitz 
WINX Washington 8:05 PM Entire 
Symphony 
with chorus 
n/a "Radio 
Highlights,” 
The 
Washington 
Post (October 
22, 1948), 1. 
Novemebe
r 22, 1948 
BSO under 
Serge 
Koussevitsky  
NBC—
WBZ  
Broadcasted 
to New 
England 
1:30 PM Rehearsal- this 
is the 
rehearsal I 
have recorded 
on the CD 
n/a John Riley, 
"What 
Happens Here 
Is Only Part of 
the Story: 
Symphony 
Rehearsal, 
Program 
Notes,” Daily 
Boston Globe 
(November 25, 
1948), 40. 
March 26, 
1949 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concert 
Programs of 
the Week.” 
New York 
Times (March 
20, 1949), 
X11.  
May 25, 
1949 
Not included WABF New York 8:00 PM Entire 
Symphony 
n/a “The Week’s 
Radio 
Concerts,” 
New York 
Times (May 
22, 1949), 
X11.  
June 26, 
1949 
Not included WQXR New York 8:05 PM Entire 
Symphony 
n/a "Display Ad 
40 -- No 
Title,” New 
York Times 
(May 29, 
1949), 30.  
September 
4, 1949 
Not included WQXR New York 7:05 PM Entire 
Symphony 
Goethe 
Bicentennial 
Program 
“Radio 
Concerts,” 
New York 
Times 
(September 4, 
1949), 51.  
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February 
8, 1950 
Not included  WABF New York 8:00 PM Entire 
Symphony 
n/a “Radio 
Concerts of the 
Week,” New 
York Times 
(February 5, 
1950), 101.  
June 6, 
1950 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts of the 
Week,” New 
York Times 
(June 4, 1950), 
X8. 
July 23, 
1950 
Not included WQXR New York 8:05 PM Entire 
Symphony 
Symphony 
Hall 
“Radio 
Concerts," 
New York 
Times (July 
23, 1950), 
X10.  
November 
25, 1950 
Not included WNYC New York 7:00 PM Entire 
Symphony 
n/a “On The Radio 
This Week: 
The Week’s 
Radio 
Concerts,” 
New York 
Times 
(November 19, 
1950), X12.  
January 
22, 1951 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“The Week’s 
Radio 
Concerts,” 
New York 
Times (January 
21, 1951), 90. 
July 18, 
1951 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“The Week’s 
Radio 
Concerts,” 
New York 
Times (July 
15, 1951), X8.  
July 29, 
1951 
Grande 
Orchestre 
Philharmoniqu
e of Paris and 
D’Alexis 
Vlassoff 
Russian Choir 
with Villabella, 
tenor soloist; 
Selmar 
Meyrowitz, 
conductor 
WQXR New York 3:05 PM Entire 
Symphony 
Sunday 
Symphony  
"Display Ad 
170 -- No 
Title,” New 
York Times 
(July 29, 
1951), 65. 
November 
16, 1951 
Not included WXHR-FM 
89.7 
Boston 9:00 PM  Entire 
symphony  
n/a "Stock Quote 
3 -- No Title,” 
Daily Boston 
Globe 
(November 16, 
1951), 30.  
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July 6, 
1952 
Not included WQXR New York 3:05 PM Entire 
Symphony 
n/a “On The Radio 
This Week,” 
New York 
Times (July 6, 
1952), X10.  
July 14, 
1952 
Not included WABF New York 8:00 PM Entire 
Symphony 
n/a “On The Radio 
This Week,” 
New York 
Times (July 
13, 1952), 
X10.  
October 
22, 1952 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Liszt’s 
Birthday 
Program 
“On The Radio 
This Week,” 
New York 
Times 
(October 19, 
1952), X12. 
January 
17, 1953 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“On The Radio 
This Week,” 
New York 
Times (January 
11, 1953), 
X14. 
February 
15, 1953 
Not included WGMS-FM Washington 7:05 PM Final 
movement  
n/a “Hume’s 
Music 
Selections,” 
The 
Washington 
Post (February 
15, 1953), 1. 
February 
27, 1953 
Not included WTOP-FM Washington 12:00 
AM 
Entire 
Symphony 
n/a “WTOP Radio 
Symphony 
Programs,” 
The 
Washington 
Post 
(February, 22 
1953), 1. 
March 29, 
1953 
Not included  WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“On The Radio 
This Week,” 
New York 
Times (March 
29, 1953), 
X10. 
November 
25, 1953 
Not included WGMS-FM Washington 8:05 PM Entire 
Symphony 
n/a “Hume’s 
Music 
Selections,” 
The 
Washington 
Post 
(November 25, 
1953), 33. 
December 
10, 1953 
Not included WGMS-FM Washington 12:00 
AM 
Entire 
Symphony 
n/a "Hume's 
Music 
Selections,” 
The 
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Washington 
Post 
(December 10, 
1953), 41. 
February 
14, 1954 
Colonne 
Concerts 
Orchestra 
under George 
Sebastian.  
WQXR New York  3:05 PM No choir “Two hours 
of Great 
Music 
WQXR’s 
Sunday 
Symphony” 
"Display Ad 
108 -- No 
Title,” New 
York Times 
(February 14, 
1954), 1.  
March 26, 
1954 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“On The Radio 
This Week,” 
New York 
Times (March 
21, 1954), 1. 
May 16, 
1954 
NBC Spring 
Symphony 
Orchestra 
under Jean 
Morel  
WNBC New York 6:30 PM Second 
Movement 
n/a “On The Radio 
This Week,” 
New York 
Times (May 16 
1954), 1.  
July 18, 
1954 
Not included WQXR New York 3:05 PM Entire 
Symphony 
The Sunday 
Symphony  
“On The Radio 
This Week,” 
New York 
Times (July 
18, 1954), 1. 
December 
1, 1954 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Programs This 
Week,” New 
York Times 
(November 28, 
1954), 1. 
April 1, 
1955 
Not included WNYC New York 7:00-
8:30 PM 
Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Programs This 
Week,” New 
York Times 
(March 27, 
1955) p. 1. 
July 27, 
1955 
Not included WGMS-FM Washington 8:05 PM Entire 
Symphony 
n/a "Radio 
Highlights,” 
The 
Washington 
Post and 
Times Herald 
(July 27 1955), 
47. 
February 
19, 1956 
Not included WOL Washington 7:00 PM Entire 
Symphony 
n/a "Radio Music 
Today,” The 
Washington 
Post and 
Times Herald 
(February 19, 
1956), 1. 
April 8, 
1956 
Not included WQXR New York 3:05 PM Entire 
Symphony 
“Music 
Programs of 
Unusual 
Interest” 
“Radio 
Concerts,” 
New York 
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Times (April 8, 
1956), 1. 
October 
22, 1956 
Not included  WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts,” 
New York 
Times 
(October 21, 
1956), 134. 
November 
4, 1956 
Not included WQXR New York 3:05 PM Entire 
Symphony 
Sunday 
Symphony  
“Week’s 
Radio 
Programs,” 
New York 
Times 
(November 4, 
1956), 152. 
December 
8, 1956 
Not included  WXHR-FM 
96.9 
Boston 11:00 
PM 
Entire 
symphony  
Article title 
was Music 
education 
"Other 12 -- 
No Title,” 
Daily Boston 
Globe 
(December 8, 
1956), 7. 
April 7, 
1957 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts,” 
New York 
Times (April 7, 
1957), 142. 
May 10, 
1957 
Not included WFUV-FM New York 8:00 PM Entire 
Symphony 
Grand 
Concert 
“Radio 
Concerts,” 
New York 
Times (May 5, 
1957), 144. 
August 29, 
1957 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“On Radio,” 
New York 
Times (August 
29, 1957), 51. 
September 
4, 1957 
Not included WMAL-FM Washington 10:00 
PM 
Entire 
Symphony 
n/a "Highlights on 
Radio,” The 
Washington 
Post and 
Times Herald 
(September 4, 
1957), 1. 
November 
10, 1957 
Not included WFUV-FM New York 10:05 
PM 
Entire 
Symphony 
Grand 
Finale 
“Radio 
Concerts,” 
New York 
Times 
(November 10, 
1957), 156.  
December 
10, 1957 
Not included WOL Washington 9:00 PM Entire 
Symphony 
n/a Highlights on 
Radio,” The 
Washington 
Post and 
Times Herald 
(December 10, 
1957), 1. 
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March 15, 
1958 
Not included WMAL-FM Washington 10:00 
PM 
Entire 
Symphony 
n/a "Highlights on 
Radio,” The 
Washington 
Post and 
Times Herald 
(March 15, 
1958), 1. 
December 
11, 1958 
Not included WBAI-FM New York 10:00 
PM  
Entire 
Symphony 
Musical 
Billboard 
“Radio 
Programs: 
Today 
Through 
Saturday,” 
New York 
Times 
(December 7, 
1958), X18.   
March 13, 
1960 
Not included  WFUV-FM New York 4:00 PM Entire 
Symphony 
n/a "Radio 
Programs 
Today 
Through 
Saturday,” 
New York 
Times (March 
13, 1960), 
X18.  
August 18, 
2020 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hours 
“Radio 
Programs 
Today 
Through 
Saturday,” 
New York 
Times (August 
14, 1960), 
X12.  
August 25, 
1960 
Not included WFUV-FM New York 8:00 PM Entire 
Symphony 
Musical 
Impressions  
“Radio 
Programs 
Today 
Through 
Saturday,” 
New York 
Times (August 
21, 1960), 
X10.  
September 
13, 1960 
Not included WFUV-FM New York 8:00 PM Entire 
Symphony 
n/a “Radio,” New 
York Times 
(September 13, 
1960), 75. 
October 
22, 1960 
Paired with 
totentanz so 
implies 
BLANK 
record  
WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Rabid 
Programs 
Today 
Through 
Saturday,” 
New York 
Times 
(October 16, 
1960), X20.  
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November 
6, 1960 
New York 
Philharmonic 
under Leonard 
Bernstein 
WTOP-FM Washington 9:00 PM Entire 
Symphony 
n/a "Sunday Radio 
Highlights,” 
The 
Washington 
Post and 
Times Herald 
(November 6, 
1960), 1. 
December 
18, 1960 
Royal 
Philharmonic 
Orchestra 
WCRB 
Features 
Boston 4:05 PM Entire 
Symphony 
WCRB 
Features 
"Other 35 -- 
No Title,” 
Boston Globe 
(December 11, 
1960), 1. 
January 5, 
1961 
Not included WKCR-FM New York 10:00 
PM  
Entire 
Symphony 
King’s 
Crown 
Concert 
“Radio 
Concerts: 
Musical 
Programs of 
Unusual 
Interest,” New 
York Times 
(January 1, 
1961), X12. 
March 12, 
1961 
Not included WQXR New York  9:05 PM Entire 
Symphony  
Tonight 
Franz Liszt 
“Radio 
Concerts,” 
New York 
Times (March 
12, 1961), 
X22.  
April 6, 
1961 
Not included WXHR-FM  Boston 2:00 PM Entire 
Symphony 
Article title 
was Music 
education 
"Other 22 -- 
No Title,” 
Boston Globe 
(April 6, 
1961), 40. 
April 18, 
1961 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts: 
Musical 
Programs of 
Unusual 
Interest,” New 
York Times 
(April 16, 
1961), X18. 
April 22, 
1961 
Not included WVNJ New York 9:05 PM Entire 
Symphony 
Concert 
Favorites  
“Radio,” New 
York Times 
(April 22, 
1961), 51.  
May 31, 
1961 
Not included WNCN-FM New York 2:05 PM Entire 
Symphony 
Afternoon 
Concert 
“Radio,” New 
York Times 
(May 31, 
1961), 67.  
June 6, 
1961 
Not included WNCN-FM New York 2:05 PM Entire 
Symphony 
A Beecham 
Memorial 
“Radio,” New 
York Times 
(June 6, 1961), 
75. 
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August 15, 
1961 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts: 
Musical 
Programs of 
Unusual 
Interest,” New 
York Times 
(August 13, 
1961), X12.  
September 
16, 1961 
Not included  WVNJ New York  9:05 PM Entire 
Symphony 
Concert 
Favorites  
“Radio,” New 
York Times 
(September 16, 
1961), 43. 
September 
22, 1961 
Paris 
Conservatory 
Orchestra 
under Ataulfo 
Argenta 
WXHR-FM  Boston 10:00A
M 
Entire 
Symphony 
n/a "Other 21 -- 
No Title,” 
Boston Globe 
(September 22, 
1961), 51. 
October 
15, 1961 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts,” 
New York 
Times 
(October 15, 
1961), X22.  
November 
2, 1961 
Baden-Baden 
Orchestra and 
Chorus under 
Jascha 
Horenstein 
WBCN-FM Boston 8:05 PM Entire 
Symphony 
with chorus 
Title: Today 
on Radio 
"Other 11 -- 
No Title,” 
Boston Globe 
(November 2, 
1961), 25. 
December 
8, 1961 
Paris 
Conservatory 
Orchestra 
under Ataulfo 
Argenta 
WXHR-FM  Boston 10:00 
AM 
Entire 
Symphony 
n/a "Other 22 -- 
No Title,” 
Boston Globe 
(December 8, 
1961), 59. 
January 
28, 1962 
Not included WASH-FM Washington 11:30 
AM 
Entire 
Symphony 
n/a "Radio Music 
for Today,” 
The 
Washington 
Post and 
Times Herald 
(January 28, 
1962), 1. 
April 27, 
1962 
Not included WXHR-FM  Boston 10:00 
AM 
Entire 
Symphony 
n/a "Other 13 -- 
No Title,” 
Boston Globe 
(April 27, 
1962), 31. 
April 27, 
1962 
“Concert Hall” WBUR-FM Boston 3:00 PM Entire 
Symphony 
n/a "Other 13 -- 
No Title,” 
Boston Globe 
(April 27, 
1962), 31. 
May 21, 
1962 
Not included WHOM-FM New York  8:00 PM Entire 
Symphony 
Heritage 
Concert  
“Radio,” New 
York Times 
(May 21, 
1962), 54.  
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May 24, 
1962 
Not included WXHR-FM  Boston 10:00 
AM 
Entire 
Symphony  
Title: Music 
Education 
"Other 24 -- 
No Title,” 
Boston Globe 
(May 24, 
1962), 21. 
June 17, 
1962 
World Music 
Festival: 
Stagione 
Sinfonica from 
Rome and 
Turin. Played 
by RAI 
Symphony of 
Rome 
WEEI, 
commentator
- James 
Fassett 
Boston 7:35 PM Not included Title: 
Attractions 
Today on 
Radio 
"Other 12 -- 
No Title,” 
Boston Globe 
(June 17, 
1962), 58. 
June 17, 
1962 
World Music 
Festival: 
Stagione 
Sinfonica from 
Rome and 
Turin. Played 
by RAI 
Symphony of 
Rome and RAI 
Chorus under 
Lovro von 
Matacic 
WTOP-FM Washington 8:30 PM Entire 
Symphony 
with chorus 
n/a "Radio Music 
For Today,” 
The 
Washington 
Post and 
Times Herald 
(June 17, 
1962), 1. 
June 25, 
1962 
Beecham 
Choral Society 
and the Royal 
Philharmonic 
Orchestra 
WCOP-FM Boston 12:15 
PM 
Entire 
Symphony 
n/a "Other 39 -- 
No Title,” 
Boston Globe 
(June 25, 
1962), 22. 
July 16, 
1962 
Not included WCOP-FM Boston 8:00 PM Entire 
Symphony 
Title: Music 
Education 
"Other 19 -- 
No Title,” 
Boston Globe 
(July 16, 
1962), 11. 
July 18, 
1962 
Paris 
Conservatory 
Orchestra 
under Ataulfo 
Argenta 
WXHR-FM  Boston  8:00 PM Entire 
Symphony 
n/a "Other 12 -- 
No Title,” 
Boston Globe 
(July 18, 
1962), 17. 
August 12, 
1962 
Not included WFUV-FM New York 2:00 PM Entire 
Symphony  
Grand 
Concert 
“Radio 
Concerts,” 
New York 
Times (August 
12, 1962), 
X12. 
August 13, 
1962 
Not included WGBH Boston  8:00 PM Entire 
Symphony 
Title: Music 
Education 
"Other 30 -- 
No Title,” 
Boston Globe 
(August 13, 
1962), 19. 
August 23, 
1962 
Paris 
Conservatory 
Orchestra 
WXHR-FM  Boston 3:00 PM Entire 
Symphony 
n/a "Other 48 -- no 
Title." Boston 
Globe (1960-
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under Ataulfo 
Argenta 
1988), Aug 23 
1962, p. 43. 
August 29, 
1962 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts: 
Selected 
Musical 
Programs,” 
New York 
Times (August 
26, 1962), 
116.  
August 24, 
1962 
Not included WQXR New York 1:05 PM Entire 
Symphony 
Midday 
Symphony 
“Radio," New 
York Times 
(September 24, 
1962), 50. 
October 
22, 1962 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts: 
Selected 
Musical 
Programs 
Today, 
Sunday, 
October 21,” 
New York 
Times 
(October 21, 
1962), 148. 
December 
8, 1962 
Not included WVNJ New York 9:05 PM Entire 
Symphony 
Concert 
Favorites  
“Radio 
Concerts: 
Selected 
Musical 
Programs,” 
New York 
Times 
(December 2, 
1962), 196. 
April 6, 
1963 
Not included WKCR-FM New York 10:00 
PM 
Entire 
Symphony 
King’s 
Crown 
Concert 
“Radio," New 
York Times 
(April 6, 
1963), 34. 
April 22, 
1963 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts: 
Selected 
Musical 
Programs,” 
New York 
Times (April 
21, 1963), 
X18. 
June 7, 
1963 
Not included  WRVR-FM New York 8:30 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(June 17, 
1963), 39.  
June 22, 
1963 
Not included WRVR-FM New York 4:00 PM  Entire 
Symphony  
n/a “Radio,” New 
York Times 
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(June 22, 
1963), 51.  
September 
11, 1963 
Not included  WFUV-FM New York 8:00 PM Entire 
Symphony 
Radio 
Italiana 
Concert 
“Radio," New 
York Times 
(September 11, 
1963), 87. 
October 
22, 1963 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio 
Concerts,” 
New York 
Times 
(October 20, 
1963), 142. 
August 15, 
1965 
New York 
Philharmonic 
with the Choral 
Art Society 
WCRB-FM Boston 3:00 PM Entire 
Symphony 
with chorus 
n/a “Today’s 
Radio Notes,” 
Boston Globe 
(August 15, 
1965), 79. 
August 22, 
1963 
Not included WFUV-FM New York 11:00 
PM 
Entire 
Symphony 
Concert 
Finale  
“Radio 
Concerts: 
Selected 
Musical 
Programs,” 
New York 
Times (August 
18, 1963), 114. 
October 
25, 1963 
Not included WLIR-FM New York 8:05 PM Entire 
Symphony 
Images for 
Orchestra  
“Radio," New 
York Times 
(October 25, 
1963), 63. 
April 22, 
1964 
Not included WLIR-FM New York 8:00 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(April 22, 
1964), 95. 
May 8, 
1964 
Not included WQXR New York 3:07 PM Entire 
Symphony 
Listening to 
Music 
“Radio," New 
York Times 
(May 08, 
1964), 67.  
May 22, 
1964 
Not included WNYC New York 8:30 PM Entire 
Symphony 
R. A. I. 
Concert Hall 
“Radio," New 
York Times 
(May 22, 
1964), 71.  
May 24, 
1964 
Not included WRFM New York 8:00 PM Listed as 
“(Conclusion)
” 
n/a “Radio 
Concerts: 
Selected 
Musical 
Programs,” 
New York 
Times (May 
24, 1964), 
X14.  
July 6, 
1964 
Not included WLIR-FM New York 8:05 PM Entire 
Symphony 
Images for 
Orchestra  
“Today’s 
Leading 
Events,” New 
York Times 
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(July 5, 1964), 
X12. 
July 9, 
1964 
Not included WBAI-FM New York 2:50 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(July 9, 1964), 
67.  
July 12, 
1964 
Not included WABC-FM New York 6:00 PM Entire 
Symphony 
Sunday 
Concert 
“Radio-
Today’s 
Leading 
Events,” New 
York Times 
(July 12, 
1964), X15.  
July 17, 
1964 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio," New 
York Times 
(July 17, 
1964), 55.  
July 18, 
1964 
Not included WNCN-FM New York 8:05 PM Entire 
Symphony 
Evening 
Concert 
“Radio," New 
York Times 
(July 18, 
1964), 47. 
July 31, 
1964 
Not included WNCN-FM New York 8:05 PM Entire 
Symphony 
n/a “Radio-
Today’s 
Leading 
Events,” New 
York Times 
(July 26, 
1964), X12.  
August 7, 
1964 
Not included WVNJ New York 9:05 PM Entire 
Symphony 
Concert 
Favorites 
“Radio-
Today’s 
Leading 
Events,” New 
York Times 
(August 2, 
1964), 92. 
August 11, 
1964 
Not included WRFM New York 9:00 PM Entire 
Symphony 
n/a “Radio-
Today’s 
Leading 
Events,” New 
York Times 
(August 9, 
1964), X16. 
September 
6, 1964 
Not included  WFUV New York 2:30 PM Entire 
Symphony 
Grand 
Concert  
“Radio-
Today’s 
Leading 
Events." New 
York Times 
(September 6, 
1964), X12. 
October 
11, 1964 
Philharmonic 
Hall;  Leonard 
Bernstein, 
conductor  
WTFM New York 8:05 PM Entire 
Symphony 
n/a This Week’s 
Radio 
Concerts,” 
New York 
Times 
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(October 11, 
1964), X16.  
October 
22, 1964 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio-
Today’s 
Leading 
Events,” New 
York Times 
(October 18, 
1964), X20. 
November 
5, 1964 
Not included WNCN-FM New York 9:05 PM Entire 
Symphony 
Morning 
Concert  
“Radio," New 
York Times 
(November 5, 
1964), 91. 
December 
26, 1964 
Not included WVNJ New York 9:05 PM Entire 
Symphony 
Concert 
Favorites 
“Radio," New 
York Times 
(December 26, 
1964), 23.  
December 
30, 1964 
Not included WNCN New York 9:05 PM Entire 
Symphony 
Morning 
Concert  
“Radio," New 
York Times 
(December 30, 
1964), 33. 
January 
17, 1965 
Not included WABC-FM New York 6:00 PM Entire 
Symphony 
Sunday 
Concert 
“Radio: 
Today’s 
Leading 
Events,” New 
York Times 
(January 17, 
1965), X16. 
March 17, 
1965 
Not included WLIR New York 8:05 PM Entire 
Symphony 
Images for 
Orchestra  
"Radio: 
Today’s 
Leading 
Events,” New 
York Times 
(March 14, 
1965), X18. 
April 21, 
1965 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
"Radio: 
Today’s 
Leading 
Events,” New 
York Times 
(April 18, 
1965), X18. 
May 9, 
1965 
Not included WFUV New York 2:30 PM Entire 
Symphony 
Grand 
Concert 
"Radio: 
Today’s 
Leading 
Events,” New 
York Times 
(May 9, 1965), 
X16.  
July 17, 
1965 
Not included  WNYC New York  7:00 PM Entire 
Symphony 
Masterwork 
Hour  
"Radio: 
Today’s 
Leading 
Events,” New 
York Times 
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(July 11, 
1965), X14. 
July 24, 
1965 
Not included  WRFM New York 9:00 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(July 24, 
1965), 49.  
September 
3, 1965 
Not included WCBS New York 1:25 AM Entire 
Symphony 
Music till 
Dawn 
“Radio," New 
York Times 
(September 3, 
1965), 55. 
September 
5, 1965 
Not included WRVR New York 12:45 
PM 
Entire 
Symphony 
Recent 
Acquisitions
  
“Radio: 
Today’s 
Leading 
Events," New 
York Times 
(September 5, 
1965), X15. 
October 
23, 1965 
Not included WRFM New York 9:00 PM Entire 
Symphony 
n/a "Radio: 
Today’s 
Leading 
Events," New 
York Times 
(October 17, 
1965), X22. 
April 21, 
1966 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
“This Week’s 
Radio 
Concerts,” 
New York 
Times (April 
17, 1966), 138. 
July 3, 
1966 
Not included WQXR New York 3:07 PM Entire 
Symphony 
Sunday 
Symphony 
"This Week’s 
Radio 
Concerts," 
New York 
Times (July 3, 
1966), 50. 
October 
19, 1966 
Not included WNYC New York 7:00 PM Entire 
Symphony 
n/a "This Week’s 
Radio 
Concerts," 
New York 
Times 
(October 16, 
1966), 130. 
December 
16, 1966 
Not included WRAI New York 5:00 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(December 11, 
1966), 179. 
February 
4, 1967 
Not included WNCN New York 2:05 PM Entire 
Symphony 
Afternoon 
Concert 
“Radio," New 
York Times 
(February 4, 
1967),  55. 
April 28, 
1967 
Not included WQXR New York 1:07 PM Entire 
Symphony 
n/a "Display Ad 
66 -- No 
Title,” New 
York Times 
 
 
120 
(April 28, 
1967), 19. 
July 27, 
1967 
Not included  WNCN New York 2:05 PM Entire 
Symphony 
n/a "This Week’s 
Radio 
Concerts," 
New York 
Times (July 
23, 1967), 80.  
August 20, 
1967 
Not included  WNYC New York  9:00 PM Entire 
Symphony 
Masterwork 
Hour 
"This Week’s 
Radio 
Concerts," 
New York 
Times (August 
20, 1967), 1. 
September 
29, 1967 
Not included  WNCN New York  2:05 PM Entire 
Symphony 
Afternoon 
Concert 
“Radio," New 
York Times 
(September 29, 
1967), 64. 
October 
23, 1967 
Not included  WQXR New York  3:07 PM Third 
Movement 
Listening to 
Music 
"Display Ad 
217 -- No 
Title,” New 
York Times 
(October 23, 
1967), 90.  
November 
10, 1967 
Not included  WNCN New York 2:05 PM Entire 
Symphony 
Afternoon 
Concert  
"This Week’s 
Radio 
Concerts," 
New York 
Times 
(November 5, 
1967), 1. 
December 
13, 1967 
Not included WNYC New York 7:00 PM Entire 
Symphony 
Masterwork 
Hour 
"Radio: 
Today’s 
Leading 
Events," New 
York Times 
(December 10, 
1967), 186. 
August 19, 
1968 
Not included WQXR  New York 8:07 PM Third 
Movement 
n/a "Today on 
WQXR: 
1580AM 
96.3FM,” New 
York Times 
(August 19, 
1968), 75. 
August 25, 
1968 
Not included WRC Washington 11:05 
PM 
Entire 
Symphony 
n/a "Radio 
Highlights for 
Sunday,” The 
Washington 
Post and 
Times Herald 
(August 25, 
1968), 1. 
August 28, 
1968 
Not included WQXR New York 3:07 PM First 
Movement  
n/a Today on 
WQXR 
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1560AM 90 3 
FM,” New 
York Times 
(August 28, 
1968), 93. 
October 
22, 1968 
Not included WQXR New York 3:07 PM Second 
Movement 
n/a "Today on 
WQXR: 
1560AM 
96.3FM,” New 
York Times 
(October 22, 
1968), 93. 
ProQuest. 
Web. 25 Feb. 
2020 . 
November 
21, 1968 
Not included WQXR New York 8:07-
9:07 PM 
First 
Movement  
Symphony 
Hall 
“Today on 
WQXR,” New 
York Times 
(November 21, 
1968), 95. 
January 
17, 1969 
Not included WERS-FM Boston  7:00 PM Entire 
Symphony 
n/a "Other 17 -- 
No Title,” 
Boston Globe 
(January 17, 
1969), 18. 
March 19, 
1969 
Not included WQXR New York 8:07 PM First 
Movement  
Symphony 
Hall: “Liszt 
and Berlioz 
wrote major 
scores after 
Goethe’s 
“Faust.” 
Both are 
featured 
tonight.” 
“Today on 
WQXR,” New 
York Times 
(March 19, 
1969), 93.  
April 17, 
1969 
Not included WQXR New York  4:07 PM Third 
Movement 
n/a “Today on 
WQXR,” New 
York Times 
(April 17, 
1969), 39. 
April 24, 
1969 
Not included  WQXR New York 1:07 PM Third 
Movement 
Montage  "Display Ad 
(2),” New York 
Times (April 
24, 1969), 93. 
April 29, 
1969 
Not included WNYC New York 9:00 PM Entire 
Symphony 
Masterwork 
Hour 
“Radio,” New 
York Times 
(April 29, 
1969), 91. 
May 6, 
1969 
Not included WGHB Boston  2:00 PM Entire 
Symphony 
n/a "Other 32 -- 
No Title,” 
Boston Globe 
(March 6, 
1969), 46. 
August 6, 
1969 
Not included  WQXR New York 8:06 PM Entire 
Symphony 
Symphony 
Hall 
"Display Ad 
53 -- No 
Title,” New 
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York Times 
(August 6, 
1969), 79.  
August 11, 
1969 
Not included WQXR New York 8:06 PM Second and 
Third 
Movements  
Symphony 
Hall 
“Today on 
WQXR,” New 
York Times 
(August 11, 
1969), 39. 
October 2, 
1969 
Not included WQXR New York 1:06 PM First 
Movement  
Montage  “Today on 
WQXR,” New 
York Times 
(October 2, 
1969), 34. 
October 9, 
1969 
Not included WQXR New York 1:06 PM First 
Movement  
Montage “Today On 
WQXR 1560 
AM 96.3 FM,” 
New York 
Times 
(October 9, 
1969), 94. 
January 
12, 1970 
Not included WKCR-FM New York 9:00 PM  Entire 
Symphony 
n/a “Radio," New 
York Times 
(January 12, 
1970), 35. 
January 
15, 1970 
Not included  WNCN New York 2:05 PM Entire 
Symphony 
Afternoon 
Concert 
“Radio," New 
York Times 
(January 12, 
1970), 35. 
March 24, 
1970 
“Concert from 
Rose Hill” 
WFUV New York 6:00 PM Entire 
Symphony 
n/a "Radio: 
Today’s 
Leading 
Events," New 
York Times 
(March 22, 
1970), 119. 
March 29, 
1970 
Boston 
Symphony 
Orchestra; 
William 
Steinberg, 
Conductor 
WQXR New York 8:04 PM  Entire 
Symphony 
n/a "This Week’s 
Radio 
Concerts," 
New York 
Times (March 
29, 1970), 96. 
May 25, 
1970 
Not included WRVR New York 1:00 PM Entire 
Symphony 
Four Faces 
of Faust  
Friedman-
Abeles, "This 
Week’s Radio 
Concerts," 
New York 
Times (May 24 
1970), 1. 
September 
15, 1970  
Not included WFUV New York 6:00 PM Entire 
Symphony 
The Evening 
Concert 
"Radio: 
Today’s 
Leading 
Events,” New 
York Times 
(September 13, 
1970), 1. 
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October 1, 
1970 
Not included  WQXR-FM New York 1:06 PM First 
Movement 
Montage “Radio," New 
York Times 
(October 1, 
1970), 63. 
October 5, 
1970 
Not included  WNCN New York 2:05 PM Entire 
Symphony 
Afternoon 
Concert 
“Radio," New 
York Times 
(October 4, 
1970), 116. 
October 8, 
1970 
Not included WNCN New York 1:05 PM Entire 
Symphony 
Montage “Radio," New 
York Times 
(October 8, 
1970), 95. 
March 27, 
1971 
Not included WETA-FM Washington 9:00 AM Entire 
Symphony 
n/a "Radio: FM 
Radio,” The 
Washington 
Post and 
Times Herald 
(March 27, 
1971), 1. 
April 20, 
1971 
Not included  WNCN-FM New York 2:03 PM  Entire 
Symphony 
Afternoon 
Concert 
“Radio," New 
York Times 
(April 18, 
1971), 1. 
July 29, 
1971 
Not included  WKCR  New York 2:00 PM Entire 
Symphony 
Afternoon 
Concert 
"This Week’s 
Radio 
Concerts," 
New York 
Times (July 
25, 1971), 1. 
July 31, 
1971 
Not included WNYC-FM New York 7:00 PM  Entire 
Symphony 
Masterwork 
Hour 
“Radio," New 
York Times 
(July 31, 
1971), 49. 
August 18, 
1971 
Not included WQXR-FM New York 1:06 PM First 
Movement 
Montage “Radio," New 
York Times 
(August 15, 
1971), 1. 
November 
16, 1971 
Not included  WQXR-FM New York 1:06 PM Third 
Movement 
Montage "Radio: 
Today’s 
Leading 
Events,” New 
York Times 
(November 14, 
1971), 1. 
April 18, 
1972 
Not included WNCN New York 2:05 PM Entire 
Symphony 
Afternoon 
Concert 
“Radio," New 
York Times 
(April 18, 
1972), 95. 
April 20, 
1972 
Not included WNCN New York  2:05 PM Entire 
Symphony 
Afternoon 
Concert  
“Radio," New 
York Times 
(April 16, 
1972), 1. 
May 19, 
1972 
Not included  WNCN New York 2:05 PM Entire 
Symphony 
Afternoon 
Concert  
“Radio," New 
York Times 
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(May 19, 
1972), 75. 
May 22, 
1972 
Not included WQXR-AM New York 12:00 
PM 
Third 
Movement 
Midday 
Symphony 
“Radio," New 
York Times 
(May 21, 
1972), 1. 
July 11, 
1972 
Not included WBUR-FM Boston  12:30 
PM 
Entire 
Symphony 
n/a “Radio 
Highlights,” 
Boston Globe 
(July 11, 
1972), 51. 
July 28, 
1972 
Not included  WNCN New York 12:00 
AM 
Entire 
Symphony 
Music 
through the 
night with 
Fleetwood 
“Radio," New 
York Times 
(July 23, 
1972), 1. 
August 12, 
1972 
Not included WQXR New York 10:06 
AM 
Entire 
Symphony 
Music for 
Saturday 
“Radio," New 
York Times 
(August 12, 
1972), 51. 
September 
20, 1972 
Not included  WNCN New York 8:06 PM First 
Movement 
Symphony 
Hall 
“Radio," New 
York Times 
(September 20, 
1972), 95. 
October 2, 
1972 
Not included WNCN New York 2:05 PM Entire 
Symphony 
Afternoon 
Concert 
“Radio," New 
York Times 
(October 2, 
1972), 75. 
October 
30, 1972 
Not included  WQXR New York 1:06 PM  Entire 
Symphony 
Symphony 
Matinee 
“Radio," New 
York Times 
(October 30, 
1972), 63. 
December 
13, 1972 
Not included  WQXR New York 3:06 PM Third 
Movement 
Montage “Radio," New 
York Times 
(December 13, 
1972), 107. 
April 13, 
1973 
Not included  WQXR New York 1:06 PM  Entire 
Symphony 
Symphonic 
Matinee 
"Radio: News 
Broadcasts 
Talks, Sports, 
Events,” New 
York Times 
(April 13, 
1973), 79. 
April 28, 
1973 
Not included  WNYC New York 9:00 AM Entire 
Symphony 
Masterwork 
Hour 
"Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times (April 
28 1973), 67. 
May 18, 
1973 
Not included  WNCN New York 2:05 PM Entire 
Symphony 
n/a "Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
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Times (May 
18, 1973), 75. 
July 9, 
1973 
Not included  WQXR New York 10:06 
PM 
Third 
Movement 
n/a "Radio: Talks, 
Sports. Events 
News 
Broadcasts,” 
New York 
Times (July 9, 
1973), 67. 
July 27, 
1973 
Not included  WNCN New York 12:00 
AM 
Entire 
Symphony 
Music 
through the 
night with 
Fleetwood 
"Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times (July 
27, 1973) 63. 
August 25, 
1973 
Not included  WQXR New York 8:06 PM Entire 
Symphony 
n/a "Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times (August 
25, 1973), 55. 
August 29, 
1973 
Not included  WNYC New York 7:00 PM Entire 
Symphony 
n/a "Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times (August 
29, 1973), 75.  
September 
31, 1973  
Not included  WNCN New York 2:00 PM Entire 
Symphony 
n/a "Radio: 
Today: 
Leading 
Events,” New 
York Times 
(September 30, 
1973), 1. 
October 
21, 1973 
Not included WNYC-FM New York 7:00 PM Entire 
Symphony 
n/a "Radio: 
Thursday 
News 
Broadcasts,” 
New York 
Times 
(October 21, 
1973), 166. 
March 20, 
1974 
Cleveland 
Orchestra  
WGMS and 
WGMS-FM  
Washington 9:00 PM Entire 
Symphony 
n/a “Radio," The 
Washington 
Post (March 
20, 1974), 1. 
April 25, 
1974 
Not included WNYU New York 5:30 PM Entire 
Symphony 
Rhapsody 
on a Theme: 
Joe Sutton, 
Host  
"Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
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Times (April 
25, 1974), 79. 
May 24, 
1974 
Not included WNCN New York 11:00 
PM 
Entire 
Symphony 
n/a "Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times (May 
24, 1974), 67. 
June 28, 
1974 
Not included  WNYC-FM New York 7:00 PM Entire 
Symphony 
n/a "Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times (June 
28, 1974), 67. 
July 22, 
1974 
Not included  WNCN New York 11:00 
PM 
Entire 
Symphony 
n/a "Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times (July 
22, 1974), 57. 
August 2, 
1974 
Not included  WQXR New York  1:06 PM  Entire 
Symphony 
n/a "Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times (August 
2, 1974), 55. 
August 12, 
1974 
Not included  WNYC-FM New York  12:00 
AM 
Entire 
Symphony 
n/a "Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times (August 
12, 1974), 49. 
September 
30, 1974 
Not included  WNYC-FM New York 12:00 
AM 
Entire 
Symphony 
n/a "Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times 
(September 30, 
1974), 71. 
October 
21, 1974 
Not included  WNYC-FM New York 7:00 PM Entire 
Symphony 
n/a "Radio: Talks, 
Sports, Events 
News 
Broadcasts,” 
New York 
Times 
(October 21, 
1974), 67. 
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January 
19, 1975 
Not included  WNYC-FM New York 7:00 PM Entire 
Symphony 
1974 
Holland 
Festival  
“Radio," New 
York Times 
(January 19, 
1975), 129. 
February 
3, 1975 
Not included  WNYC-FM New York 12:00 
AM 
Entire 
Symphony 
n/a "Radio: 
Today: 
Leading 
Events,” New 
York Times 
(February 2, 
1975), 1. 
February 
11, 1975 
Not included  WNYC-FM New York 2:00PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(February 9, 
1975), 125. 
April 29, 
1975 
Not included  WNYC-FM New York 2:00 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(April 29, 
1975), 67. 
May 5, 
1975 
Dutch Concert 
Hall  
WNYC-AM New York 9:00 PM Entire 
Symphony 
n/a "Radio: 
Today; 
Leading 
Events,” New 
York Times 
(May 4, 1975), 
158. 
May 16, 
1975 
Not included  WNYU New York 8:30 PM  Entire 
Symphony 
n/a “Radio," New 
York Times 
(May 16, 
1975), 75. 
August 2, 
1975 
Not included  WKCR-FM New York  3:30 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(August 2, 
1975), 36. 
August 5, 
1975 
Not included  WNYC-FM New York  12:00 
AM 
Entire 
Symphony 
While the 
City Sleeps 
"Radio: 
Today; 
Leading 
Events,” New 
York Times 
(August 3, 
1975), 104. 
Novemebe
r 22, 1975 
Not included  WNYC-FM New York 11:00 
PM 
Entire 
Symphony 
n/a “Radio," New 
York Times 
(November 22, 
1975), 59. 
February 
11, 1976 
Not included  WNYC-FM New York 7:25PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(February 8, 
1976), 1. 
July 24, 
1976 
BSO under 
Leonard 
Bernstein, live 
from 
Tanglewood 
WGBK-FM 
and WCRB-
FM 
Boston 8:30 PM Entire 
Symphony 
n/a “Highlights,” 
Boston Globe 
(July 24, 
1976), 19. 
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July 25, 
1976 
Not included  WQXR-FM New York  2:00 PM Entire 
Symphony 
n/a "Radio" New 
York Times 
(Jul 25 1976), 
64. 
August 9, 
1976 
Not included WETA-FM Washington 9:00 AM Entire 
Symphony 
n/a "Radio 
Highlights: 
FM Radio 
Standard 
Radio,” The 
Washington 
Post (August 
9, 1976) 1. 
August 12, 
1976 
Not included  WNYC-FM New York  2:00 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(August 8, 
1976), 70. 
October 
15, 1976 
Not included  WQXR New York  10:06 
AM 
Second and 
Third 
Movements  
n/a “Radio," New 
York Times 
(October 10, 
1976),128. 
October 
22, 1976 
Not included  WNYC-FM New York  8:00 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(October 17, 
1976), 101. 
1st of 
November 
1976 
Boston 
Symphony 
Orchestra; 
Leonard 
Bernstein, 
conductor 
WQXR New York  9:06 PM  Entire 
Symphony 
n/a “Radio," New 
York Times 
(November 1, 
1976), 67. 
June 7, 
1977 
Not included  WNYC-FM New York 2:00 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(1923-Current 
file), Jun 07 
1977, p. 49. 
ProQuest. 
Web. 27 Feb. 
2020 . 
July 13, 
1977 
Boston 
Symphony 
Orchestra; 
Leonard 
Bernstein, 
conductor 
WNCN New York  9:00 PM Entire 
Symphony 
Simulcast 
with 
Channel 13 
"Radio: Music 
Talk 
Events/Sports,
” New York 
Times (July 
13, 1977), 1. 
August 7, 
1977 
Not included  WNYC-AM New York  7:00 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(August 7, 
1977), 1. 
August 19, 
1977 
Not included  WNCN New York 9:00 PM  Entire 
Symphony 
n/a “Radio: 
Today; 
Leading 
Events,” New 
York Times 
(August 14 
1977), 90. 
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September 
18, 1977 
Not included  WQXR New York 3:06 PM Entire 
Symphony 
n/a "Radio: 
Today; 
Leading 
Events,” New 
York Times 
(September 18, 
1977), 1. 
September 
28, 1977 
Boston 
Symphony 
Orchestra; 
Leonard 
Bernstein, 
conductor 
WNCN New York  9:00 PM Entire 
Symphony 
n/a "Radio: 
Today; 
Leading 
Events,” New 
York Times 
(September 25, 
1977), 105. 
November 
4, 1977 
Not included  WNYC-FM New York  6:00 AM Entire 
Symphony 
n/a “Radio," New 
York Times 
(November 4, 
1977), 85. 
January 3, 
1978 
Not included  WNYU New York 8:30 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(January 3, 
1978), 59. 
March 7, 
1978 
Not included  WNYC-AM New York 9:00 PM Entire 
symphony  
n/a "Radio: 
Today; 
Leading 
Events,” New 
York Times 
(March 5, 
1978), 1. 
April 4, 
1978 
Not included  WQXR New York 8:06 PM Entire 
Symphony 
n/a "Radio: Music 
Talk 
Events/Sports,
” New York 
Times (April 4, 
1978), 67. 
May 24, 
1978 
Not included  WQXR New York 3:06 PM “Excerpt from 
a Faust 
Symphony, 
Liszt” 
n/a "Radio: Music 
Talk 
Events/Sports,
” New York 
Times (May 
24, 1978), 1. 
June 12, 
1978 
Not included WQXR New York 8:06PM “Excerpt from 
a Faust 
Symphony, 
Liszt” 
n/a "Radio: 
Today; 
Leading 
Events,” New 
York Times 
(June 11, 
1978), 1. 
June 27, 
1978 
Not included WETA-FM Washington 9:00 AM Entire 
Symphony 
n/a "Radio 
Highlights,” 
The 
Washington 
Post (June 27, 
1978), 1. 
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December 
10, 1978 
Not included  WQXR New York  12:06 
AM 
Second 
Movement 
 n/a "Radio: 
Today: 
Leading 
Events,” New 
York Times 
(December 10, 
1978), 1. 
December 
30, 1978 
Not included  WNCN New York 12:00A
M 
Entire 
Symphony 
n/a "Radio: Music 
Talk 
Events/Sports,
” New York 
Times 
(December 30, 
1978), 37. 
January 
24, 1979 
Not included  WQXR New York 3:06 PM First 
Movement 
n/a "Radio: 
Today; 
Leading 
Events,” New 
York Times 
(January 21, 
1979), 1. 
April 20, 
1979 
Not included  WQXR New York  3:06 PM Third 
Movement 
Classics in 
Concert  
"Radio: Music 
Talk 
Events/Sports,
” New York 
Times (April 
20, 1979), 1. 
May 8, 
1979 
Not included  WNYU New York  8:00 PM Entire 
Symphony 
Anatomy of 
Music 
“Radio," New 
York Times 
(May 6, 1979), 
120. 
May 17, 
1979 
Not included WGHB-FM Boston 8:00 PM Entire 
Symphony 
n/a “Radio 
Highlights,” 
Boston Globe 
(May 17, 
1979), 41. 
June 3, 
1979 
Not included  WQXR New York 7:06 PM Entire 
Symphony 
n/a "Radio: 
Today; 
Leading 
Events,” New 
York Times 
(June 3, 1979), 
1. 
July 13, 
1979 
Not included WETA-FM Washington 9:00 AM Entire 
Symphony 
n/a "Radio 
Highlights,” 
The 
Washington 
Post (July 8, 
1979), 1. 
September 
21, 1979 
Not included WNCN New York 8:00 PM Entire 
Symphony 
n/a "Radio: Music 
Talk 
Events/Sports,
” New York 
Times 
(September 21, 
1979), 1. 
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September 
26, 1979 
Not included WETA-FM Washington 6:00 AM Entire 
Symphony 
n/a “Radio,” The 
Washington 
Post 
(September 23, 
1979), 1. 
October 
31, 1979 
Not included WNYC-FM New York 12:00 
AM 
Entire 
Symphony 
n/a “Radio," New 
York Times 
(October 31, 
1979), 1. 
January 
15, 1980 
Not included WQXR New York 8:15AM Third 
Movement 
n/a “Radio," New 
York Times 
(January 15, 
1980), 1. 
April 24, 
1980 
Not included WGMS Washington 10:00 
PM 
Entire 
Symphony 
n/a “Radio," The 
Washington 
Post (April 24, 
1980), 1. 
August 28, 
1980 
Not included WETA-FM Washington 3:00 PM Entire 
Symphony 
n/a “Radio," The 
Washington 
Post (August 
28, 1980), 1. 
October 
22, 1980 
Not included  WNYC-FM New York 6:30 PM Entire 
Symphony 
n/a "Radio: Music 
Talk 
Events/Sports,
” New York 
Times 
(October 22, 
1980) 1. 
October 
26, 1980 
Not included  WNYC-FM New York 10:30 
PM 
Entire 
Symphony 
International 
Concert Hall 
"Radio: The 
Week’s 
Concerts," 
New York 
Times 
(October 26, 
1980), 1. 
February 
5, 1981 
Not included  WQXR New York 8:15 AM Third 
Movement 
n/a “Radio," New 
York Times 
(February 5, 
1981), 1. 
March 20, 
1981 
Not included WBUR-FM Boston  12:05 
PM 
Entire 
Symphony 
n/a “Radio 
Highlights,” 
Boston Globe 
(March 20, 
1981), 47. 
July 26, 
1981 
Not included WQXR New York 12:06 
PM 
Entire 
Symphony 
n/a "Radio: The 
Week’s 
Concerts,” 
New York 
Times (July 
26, 1981), 1. 
November 
8, 1981 
Not included  WQXR New York 3:08 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(November 8, 
1981), 1. 
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January 
24, 1982 
Not included  WNYC-FM New York 10:00 
AM 
First 
Movement 
n/a “Radio," New 
York Times 
(January 24, 
1982), 1. 
June 18, 
1982 
Not included WQXR New York 2:06 PM “Excerpt from 
a Faust 
Symphony, 
Liszt” 
Classics in 
Concert  
“Radio," New 
York Times 
(June 13, 
1982), 1. 
August 31, 
1982 
Not included  WNYC-FM New York 8:00 PM Second 
Movement 
n/a “Radio," New 
York Times 
(August 29, 
1982), 1.  
November 
15, 1982 
Philadelphia 
Orchestra; 
Riccardo Muti, 
conductor 
WCRB-FM Boston  8:00 PM Entire 
Symphony 
n/a “Radio 
Highlights,” 
Boston Globe 
(November 15, 
1982), 30. 
November 
19, 1982 
Philedelphia 
Orchestra; 
Riccardo Muti, 
conductor 
WQXR New York 9:06 PM  Entire 
Symphony 
n/a “Radio," New 
York Times 
(November 14, 
1982), 1. 
January 
23, 1983 
Not included WNCN New York 7:00 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(January 23, 
1983), 1. 
October 2, 
1983 
Not included  WNYC New York 8:00 PM Entire 
Symphony 
Netherlands 
Concert Hall 
“Radio," New 
York Times 
(October 2, 
1983), 1. 
March 10, 
1984 
Not included  WNCN New York 2:00 PM Entire 
Symphony 
Festival 
Europe  
"Today's 
Radio 
Selections,” 
New York 
Times (March 
10, 1984), 47. 
June 15, 
1984 
Not included WNYC-FM New York 1:00 AM Entire 
Symphony 
n/a “Radio," New 
York Times 
(June 10, 
1984), 1. 
October 9, 
1984 
Not included WNYC-FM New York 12:00 
AM 
Entire 
Symphony 
n/a “Radio," New 
York Times 
(October 7, 
1984) 1. 
November 
18, 1985 
Not included WQXR New York 11:04 
AM 
Entire 
Symphony 
New York at 
Night  
"Today's 
Radio 
Selections,” 
New York 
Times 
(November 18, 
1985), 1. 
April 12, 
1986 
Not included WQXR New York 12:00 
AM 
Entire 
Symphony 
New York at 
Night  
“Radio,” New 
York Times 
(April 6, 
1986), 120. 
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August 13, 
1986 
Not included WQXR New York 11:04 
AM 
Entire 
Symphony 
New York at 
Night with 
Nimet  
"TV Programs 
Today,” New 
York Times 
(August 13, 
1986), 1. 
August 25, 
1986 
Not included WNYC-FM New York 12:00 
AM 
Entire 
Symphony 
While the 
City Sleeps 
"Other 33 -- 
No Title,” New 
York Times 
(August 24, 
1986), 1. 
December 
12, 1986 
Not included WNYC-FM New York 1:00 AM Entire 
Symphony 
While the 
City Sleeps 
“Radio," New 
York Times 
(December 7, 
1986), 1. 
January 
25, 1987 
Chicago 
Symphony 
Orchestra and 
Chicago 
Symphony 
Chorus under 
Georg Solti  
WCRB-FM Boston 9:00 PM Entire 
Symphony 
n/a “Radio 
Highlights,” 
Boston Globe 
(January 25, 
1987), 1. 
September 
21, 1987 
Milwaukee 
Symphony 
Orchestra and 
the Milwaukee 
Symphony 
Men’s Chorus 
under Zdenek 
Macal 
WCRB-FM Boston  9:00 PM  Entire 
Symphony 
n/a “Radio 
Highlights,” 
Boston Globe 
(September 20, 
1987), 1. 
October 
22, 1987 
Not included WQXR New York  12:15 
PM 
Entire 
Symphony 
Birthday of 
Franz Liszt 
(1811) 
“Radio,” New 
York Times 
(October 18, 
1987), 146. 
November 
13, 1987 
Not included  WNCN New York 5:00 PM Entire 
Symphony 
n/a “Radio," New 
York Times 
(November 8, 
1987) 1. 
July 13, 
1988 
Not included WFUV-FM New York 12:00 
PM 
Entire 
Symphony 
Classical 
Concert  
"Radio 
Highlights,” 
New York 
Times (July 
13, 1988), 1. 
October 6, 
1988 
Not included WQXR-AM New York 11:30 
AM 
Entire 
Symphony 
New York at 
Night with 
Nimet  
"Radio 
Highlights,” 
New York 
Times 
(October 6, 
1988), 1. 
October 
29, 1990 
Not included  WNYC-FM New York 2:00 PM Entire 
Symphony 
n/a "Radio 
Highlights,” 
New York 
Times 
(October 29, 
1990),1. 
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August 22, 
1991 
Not included  WNCN-FM New York 2:00 PM Entire 
Symphony 
n/a "Radio 
Highlights." 
New York 
Times (1923-
Current file), 
Aug 22 1991, 
p. 1. ProQuest. 
Web. 27 Feb. 
2020 . 
October 
22, 1991 
Not included  WNYC-FM New York 2:00 PM Entire 
Symphony 
n/a "Radio 
Highlights,” 
New York 
Times 
(October 22, 
1991), 1. 
March 20, 
1992 
Not included  WQXR-AM 
and FM 
New York 12:00 
AM 
Entire 
Symphony 
n/a "Radio 
Highlights,” 
New York 
Times (March 
20, 1992), 1. 
January 
22, 1994 
Not included  WQXR-FM New York 12:00 
AM 
Entire 
Symphony 
New York at 
Night with 
Nimet  
"Radio 
Highlights,” 
New York 
Times (January 
16, 1994), 31. 
July 26, 
1994 
Not included WQXR-FM New York 12:00 
AM 
Entire 
Symphony 
New York at 
Night with 
Nimet  
"Radio 
Highlights,” 
New York 
Times (July 
24, 1994) 47. 
October 
22, 1994 
Not included  WQXR-FM New York 9:00 PM Entire 
Symphony 
n/a "Radio 
Highlights,” 
New York 
Times 
(October, 22 
1994), 51. 
January 6, 
1995 
Not included  WNYC-FM New York  1:00 AM Entire 
Symphony  
n/a "Radio 
Highlights,” 
New York 
Times (January 
6, 1995), 1. 
March 31, 
1996 
Not included  WNYC-FM New York 1:00 AM Entire 
Symphony 
n/a "Radio 
Highlights,” 
New York 
Times (March 
31, 1996), 40. 
May 3, 
1998 
Not included  WQXR-FM New York 12:00 
AM 
Entire 
Symphony 
n/a "Radio 
Highlights,” 
New York 
Times (May 3, 
1998), 52. 
July 26, 
2001 
Not included  WQXR-FM New York 12:00 
AM 
Entire 
Symphony 
New York at 
Night  
"Radio 
Highlights: 
Classical 
Music 
Jazz/Pop Talk 
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AM Stations 
FM Stations,” 
New York 
Times (July 
22, 2001), 33. 
November 
19, 2001 
Not included  WQXR-FM New York 12:00 
AM 
Entire 
Symphony 
New York at 
Night  
"Radio 
Highlights: 
Classical 
Music 
Jazz/Pop 
Talk,” New 
York Times 
(November 19, 
2001), 1. 
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Table A. 3 Recordings of Liszt’s Faust Symphony 
Date  Title  Performing 
Group  
Conductor  Label  Notes Citation  
June 12-
15, 1935 
Liszt: A Faust 
Symphony 
Grand Orchestre 
Philharmonique  
Selmar 
Meyrowitz  
Pathé This is the first full-length 
recording. It is made in a 
collection of seven, 78 
rpm disks. 
“Meyrowitz Liszt: A 
Faust Symphony 
(1935) - PASC032,” 
Pristine Classical 
(Paris: Pathé Records, 
November 15, 1935). 
1936 Liszt: A Faust 
Symphony 
Grand Orchestre 
Philharmonique  
Selmar 
Meyrowitz  
Columbia 
Records 
This is the same 
recording as original, 
with a different 
(American) publisher.  
“Gramophone 
Records: Orchestral,” 
Music and Letters, 
volume XVII, issue 2 
(April 1, 1936), 184. 
1950 A Faust 
Symphony; 
Mazeppa 
Faust Symphony: 
L’Orchestre de 
l'Association des 
concerts Colonne 
conducted by 
George Sebastian. 
Mazeppa: 
Bavarian 
Symphony 
Orchestra 
conducted by Kurt 
Graunke.               
    
George 
Sebastian  
Urania 
Records 
Two Long Playing 
Records 
Liszt, Franz, Georges 
Sébastian, Kurt 
Graunke, Johann 
Wolfgang von Goethe, 
and Franz Liszt. A 
Faust Symphony; 
Mazeppa. L’Orchestre 
de l'Association des 
concerts Colonne. 
George Sebastian. 
Urania Records, 1950.  
1951 Liszt: A Faust 
Symphony 
Grand Orchestre 
Philharmonique  
Selmar 
Meyrowitz  
Vox n/a “Rare 1951 Vox PL 
6920 Selmar 
Meyrowitz Liszt Faust 
Symphony LP Mint- 
Vinyl,” Ebay (1951), 
accessed March 1, 
2020, 
https://www.ebay.com/
itm/Rare-1951-Vox-
PL-6920-SELMAR-
MEYROWITZ-liszt-
faust-symphony-LP-
Mint-Vinyl-
/350914730676.  
1955 Liszt, Wagner, 
and Bruckner: 
Faust 
Symphony, 
Faust Overture, 
Symphony No. 8 
Ferdinand Koch, 
tenor soloist South 
West German 
Radio Symphony 
Orchestra Male 
Chorus South 
West German 
Radio Symphony 
Orchestra 
Jascha 
Horenstein 
Vox Originally issued as 
compact disc. 
Vox: CDX2-5504. 
Recorded ca. 1955. 
Electronic reproduction. 
Alexandria, VA : 
Alexander Street Press, 
2009. (Classical music 
library). 
Bruckner, Anton, 
Jascha Horenstein, 
Ferdinand Koch, Franz 
Liszt, and Richard 
Wagner. Liszt, 
Wagner, and 
Bruckner: Faust 
Symphony, Faust 
Overture, Symphony 
No. 8 Classical Music 
Library. South West 
German Radio 
Symphony Orchestra. 
Jascha Horenstein. 
Vox, 1955.  
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1958 Liszt, Wagner, 
and Bruckner: 
Faust 
Symphony, 
Faust Overture, 
Symphony No. 8 
Ferdinand Koch, 
tenor soloist 
Chorus and 
Symphony 
Orchestra of the 
Southwest German 
Radio 
Jascha 
Horenstein 
Vox, New 
York 
n/a Bruckner, Anton, 
Jascha Horenstein, 
Ferdinand Koch, Franz 
Liszt, and Richard 
Wagner. Liszt, 
Wagner, and 
Bruckner: Faust 
Symphony, Faust 
Overture, Symphony 
No. 8 Classical Music 
Library. South West 
German Radio 
Symphony Orchestra. 
Jascha Horenstein. 
Vox, 1958.  
1964 A Faust 
Symphony. Les 
Préludes; 
Symphonic 
Poem 
Charles Bressler, 
tenor soloist 
Choral Art 
Society                  
  New York 
Philharmonica 
Leonard 
Bernstein 
Columbia n/a Liszt, Franz, Charles 
Bressler, and Leonard 
Bernstein. A Faust 
Symphony. Les 
Préludes; Symphonic 
Poem. New York 
Philharmonica. 
Leonard Bernstein. 
Columbia, 1964.  
1967 A Faust 
Symphony: 
Orpheus; 
Symphonic 
Poem 
Alexander Young, 
tenor soloist, 
Beecham Choral 
Society         Royal 
Philharmonic 
Orchestra 
Sir Thomas 
Beecham  
Seraphim n/a Liszt, Franz, 
Alexander Young, 
Thomas Beecham, and 
Franz Liszt. A Faust 
Symphony: Orpheus; 
Symphonic Poem. 
Royal Philharmonic 
Orchestra. Sir Thomas 
Beecham. Seraphim, 
1967.  
1972 A Faust 
Symphony 
Ferdinand Koch, 
tenor soloist  Male 
Chorus and 
Symphony 
Orchestra of the 
Southwest German 
Radio 
Jascha 
Horenstein 
Turnabout n/a Liszt, Franz, Ferdinand 
Koch, and Jascha 
Horenstein. A Faust 
Symphony. Jascha 
Horenstein. Symphony 
Orchestra of the 
Southwest German 
Radio. Turnabout, 
1972.  
1977 Liszt: Faust 
Symphonie  
Boston Symphony 
Orchestra 
Tanglewood 
Festival Chorus 
Leonard 
Bernstein 
Germania 
Grammop
hon 
n/a Liszt, Franz, Leonard 
Bernstein, and 
Kenneth Riegel. Liszt: 
Faust Symphonie. 
Boston Symphony 
Orchestra. Leonard 
Bernstein. Deutsche 
Grammophon, 
1977.  Accessed 
March 1, 2020, 
https://www.deutscheg
rammophon.com/us/ca
t/4796348. 
1979 Faust 
Symphony  
Gyorgy Korondy, 
tenor soloist 
Hungarian 
People's Army 
Male Chorus 
Hungarian State 
Orchestra 
Janos 
Ferencsik 
Hungaroto
n, 
Budapest 
n/a Liszt, Franz, György 
Korondi, and János 
Ferencsik. Faust 
Symphony. Hungarian 
State Orchestra. Janos 
Ferencsik. 
Hungaroton, 1979.  
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1983 A Faust 
Symphony 
Philedelphia 
Orchestra 
Ricciardo 
Muti 
EMI n/a Liszt, Franz, Johann 
Wolfgang von Goethe, 
Gösta Winbergh, and 
Riccardo Muti. A 
Faust Symphony. 
Philadelphia 
Orchestra. Riccardo 
Muti. EMI, 1983.  
1986 A Faust 
Symphony 
Siegfried 
Jerusalem, tenor 
soloist Chicago 
Symphony 
Chorus  Chicago 
Symphony 
Orchestra 
Sir Georg 
Solti 
London 
Records, 
New York 
The program notes are 
written by William Mann, 
incorporating the sung 
text with English 
translation. 
Liszt, Franz, Johann 
Wolfgang von Goethe, 
Siegfried Jerusalem, 
and Sir Georg Solti. A 
Faust Symphony. 
Chicago Symphony 
Orchestra. Sir Georg 
Solti. London, 1986.  
1990 A Faust 
Symphony in 
Three 
Character 
Portrayals: 
(after Goethe) 
Thomas 
Hitzlberger, 
pianist  
Georg Schultz, 
pianist 
n/a  CPO, 
Osnabrüc
k, 
Germany 
The Faust Symphony 
arranged for 2 pianos by 
Franz Liszt. 
Recorded May 16-19, 
1989. 
Liszt, Franz, Thomas 
Hitzlberger, Georg 
Schütz, and Johann 
Wolfgang von Goethe. 
A Faust Symphony in 
Three Character 
Portrayals: (After 
Goethe). CPO, 1990.  
1992 A Faust 
Symphony 
John Mitchinson, 
tenor soloist BBC 
Northern 
Singers             BB
C Northern 
Symphony 
Orchestra 
Jascha 
Horenstein 
Music & 
Arts, 
Berkley, 
California. 
Program notes are written 
by Adrian Corleonis 
inserted in container. 
Advertised as: 
"A previously unreleased 
public performance,” 
Originally recorded April 
1972. 
Liszt, Franz, Johann 
Wolfgang von Goethe, 
Jascha Horenstein, and 
John Mitchinson. A 
Faust Symphony. BBC 
Northern Symphony 
Orchestra. Jascha 
Horenstein. Music & 
Arts, 1992.   
1992 Liszt, Wagner, 
and Bruckner: 
Faust 
Symphony, 
Faust Overture, 
Symphony No. 8 
South West 
German Radio 
Symphony 
Orchestra and 
Male Chorus  
Jascha 
Horenstein 
Vox 
Legends 
Replication of 
Horenstein’s 1955 
performance and 
recording.  
Bruckner, Anton, 
Jascha Horenstein, 
Ferdinand Koch, Franz 
Liszt, and Richard 
Wagner. Liszt, 
Wagner, and 
Bruckner: Faust 
Symphony, Faust 
Overture, Symphony 
No. 8 Classical Music 
Library. South West 
German Radio 
Symphony Orchestra. 
Jascha Horenstein. 
Vox Legends, 1992.  
1993 Faust 
Symphony 
Hans Peter 
Blochwitz, tenor 
soloist; Groot 
Omroepkoor Nob 
Men's Voices 
Royal 
Concertgebouw 
Orchestra 
Riccardo 
Chailly 
Decca Recorded March 1991 in 
Grotezaal, 
Concertgebouw, 
Amsterdam. 
Liszt, Franz, Hans-
Peter Blochwitz, and 
Riccardo Chailly. 
Faust Symphony. 
Royal Concertgebouw 
Orchestra. Riccardo 
Chailly. Decca, 1993.  
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1994 LISZT: Faust 
Symphony  
Hungarian 
People's Army 
Male Chorus 
Hungarian State 
Orchestra 
János 
Ferencsik 
Hungaroto
n 
n/a Liszt, Franz János 
Ferencsik, and Johann 
Wolfgang von, 
Goethe. LISZT: Faust 
Symphony. Hungarian 
State Orchestra. János 
Ferencsik. 
Hungaroton, 1994.  
1994 A Faust 
Symphony  
Peter Seiffert, 
tenor 
soloist     Berlin 
Philharmonic 
Orchestra 
(Berliner 
Philharmoniker)     
Prague 
Philharmonic 
Choir (Pražský 
filharmonický 
sbor) Ernst-Senff-
Chor, Berlin 
Sir Simon 
Rattle 
Warner 
Music 
n/a Liszt, Franz, Peter 
Seiffert, and Simon 
Rattle. A Faust 
Symphony. Berliner 
Philharmoniker. Simon 
Rattle. Warner Music, 
1994.  
1995 Liszt: Faust 
Symphony  
Andras Molnar, 
tenor soloist 
Hungarian State 
Opera Chorus 
Franz Liszt 
Academy of Music 
Orchestra 
Andras Ligeti  Naxos, 
Hamburg 
Recorded in the Concert 
Hall of the Academy of 
Music, Budapest, from 
October 18-21, 1994. 
Molnar, Andras, Franz 
Liszt, András Ligeti, 
and Johann Wolfgang 
von Goethe. Liszt: 
Faust Symphony. 
Franz Liszt Academy 
of Music Orchestra. 
András Ligeti. Naxos, 
1995.  
July 24, 
2000 
A Faust 
Symphony; 
Dante 
Symphony; Les 
Préludes; 
Prometheus 
Chicago 
Symphony 
Orchestra 
Sir Georg 
Solti  
Decca, 
London 
Taken from Sir Georg 
Solti’s 1986 performance 
with the Chicago 
Symphony Orchestra 
Liszt, Franz, Sir Georg 
Solti, Jesús López-
Cobos, and Franz 
Liszt. A Faust 
Symphony; Dante 
Symphony; Les 
Préludes; Prometheus. 
Chicago Symphony 
Orchestra. Sir Georg 
Solti. Decca, 2000.  
2005 Faust 
Symphony; 
Psalm XIII; Les 
Preludes; 
Tasso; Orpheus 
Alexander Young, 
tenor soloist 
Beecham Choral 
Society         Royal 
Philharmonic 
Orchestra 
Sir Thomas 
Beecham 
EMI 
Classics, 
Middlesex
, England 
Recorded  in April 1958 
(Electronic 
Reproduction)  
Liszt, Franz, Thomas 
Beecham, Walter 
Midgley, Constantin 
Silvestri, and 
Alexander Young. 
Faust Symphony; 
Psalm Xiii; Les 
Preludes; Tasso; 
Orpheus. Royal 
Philharmonic 
Orchestra. Sir Thomas 
Beecham. EMI 
Classics, 2005.  
2006 Symphonic 
Poems, Vol. 2- 
Faust 
Symphony/Von 
der Wiege bis 
zum Grabe 
BBC Philharmonic 
Orchestra 
Gianandrea 
Noseda 
Chandos n/a Liszt, Franz, 
Gianandrea Noseda, 
and Johann Wolfgang 
von Goethe. 
Symphonic Poems, 
Vol. 2- Faust 
Symphony/Von Der 
Wiege Bis Zum Grabe. 
BBC Philharmonic 
Orchestra. Gianandrea 
Noseda. Chandos, 
2006.  
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2006 The Very Best 
of Liszt  
Andras Ligeti, 
conductor; Franz 
Liszt Academy of 
Music Orchestra; 
Hungarian State 
Opera Chorus 
Andras Ligeti  Naxos Just the final chorus. Liszt, Franz. The Very 
Best of Liszt. Franz 
Liszt Academy of 
Music Orchestra. 
Andras Ligeti. Naxos, 
2006.  
2008 A Faust 
Symphony 
Gösta Winbergh, 
tenor soloist 
Westminster Choir 
College Male 
Chorus                   
        Philadelphia 
Orchestra 
Ricciardo 
Muti  
EMI 
Classics  
Recorded at The Old Met, 
Philadelphia, in October, 
1982 and February, 1983. 
Electronic reproduction. 
Liszt, Franz, Johann 
Wolfgang von Goethe, 
Riccardo Muti, and 
Gösta Winbergh. A 
Faust Symphony. 
Philidelphia Orchestra. 
Ricciardo Muti. EMI 
Classics, 2008.  
2008 Liszt, F.: Piano 
Sonata in B 
Minor/ Tasso: 
Lamento e 
Trionfo/ 
Gretchen: 2nd 
movement from 
A Faust 
Symphony 
(Marshev) 
Oleg Marshev, 
Pianist 
n/a Danacord “Gretchen” Movement 
arranged by Carl Tausig 
for solo piano. 
Marshev, Oleg, and 
Franz Liszt, Liszt, F.: 
Piano Sonata in B 
Minor/ Tasso: 
Lamento e Trionfo/ 
Gretchen: 2nd 
movement from A 
Faust Symphony 
(Marshev). Danacord, 
2008.  
June 1st 
2011 
A Faust 
Symphony: Vers
ion for Two 
Pianos  
Marcus Ullmann, 
tenor soloist Liszt 
School of Music 
Chamber Choir, 
Weimar                 
        Franz Liszt 
Piano Duo: 
Vittorio Bresciani 
and Francesco 
Nicolosi, pianists 
Jürgen 
Puschbeck, 
conductor 
Naxos Piano Duo, for two 
pianos and choir 
Liszt, Franz, Johann 
Wolfgang von Goethe, 
Marcus Ullmann, 
Vittorio Bresciani, 
Francesco Nicolosi, 
and Jürgen Puschbeck. 
“A Faust Symphony: 
Version for Two 
Pianos,” from 
Complete Piano Music 
Vol. 34. Franz Liszt 
Piano Duo. Jürgen 
Puschbeck. Naxos, 
2011.  
2011 A Faust 
Symphony 
Charles Bressler, 
tenor 
soloist          Chora
l Art 
Society                  
  New York 
Philharmonic 
Leonard 
Bernstein  
Sony 
Classical 
Originally recorded 1960 
November 7 Manhattan 
Center, New York. 
Originally released on 
Columbia Masterworks 
analog discs M2S 699 
(stereo.) and M2L 299 
(mono.) in 1964. 
Liszt, Franz, Charles 
Bressler, Leonard 
Bernstein, and Johann 
Wolfgang von Goethe. 
A Faust Symphony. 
New York 
Philharmonic. Leonard 
Bernstein. Sony 
Classical, 2011.  
2011 Faust 
Symphony 
Peter Seiffert, 
tenor soloist 
Prague 
Philharmonic 
Chorus 
Ernst Senff Choir, 
male section 
Berlin 
Philharmonic 
Orchestra 
Simon Rattle Warner 
Classics - 
Parlophon
e 
n/a Seiffert, Peter, Franz 
Liszt, Simon Rattle, 
and Johann Wolfgang 
von Goethe. Faust 
Symphony. Berlin 
Philharmonic 
Orchestra. Simon 
Rattle. Warner 
Classics - Parlophone, 
2011.   
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2011 Faust 
Symphony 
Gösta Winbergh, 
tenor soloist 
Westminster Choir 
Philadelphia 
Orchestra 
Riccardo 
Muti  
Warner 
Classics - 
Parlophon
e 
n/a Winbergh, Gösta, 
Franz Liszt, Riccardo 
Muti, and Johann 
Wolfgang von Goethe. 
Faust Symphony. 
Philadelphia 
Orchestra. Ricciardo 
Muti. Warner Classics 
- Parlophone, 2011.  
2012 Faust 
Symphony/ 
Dante 
Symphony/ 
Piano Sonata in 
B Minor 
Plácido Domingo, 
tenor soloist 
Berlin Deutsche 
Staatsoper Chorus 
Berlin 
Philharmonic 
Orchestra 
Daniel 
Barenboim 
Warner 
Classics 
n/a Barenboim, Daniel, 
Plácido Domingo, 
Franz Liszt, and 
Johann Wolfgang von 
Goethe. 2012. Faust 
Symphony/ Dante 
Symphony /Piano 
Sonata in B Minor. 
Berlin Philharmonic 
Orchestra. Daniel 
Barenboim. Warner 
Classics.  
2013 Faust 
Symphony 
(1956) 
Alexander Young, 
tenor soloist 
Beecham Choral 
Society 
Royal 
Philharmonic 
Orchestra 
Thomas 
Beecham  
SOMM 
Recording
s 
Recorded in 1956  Young, Alexander, 
Franz Liszt, Thomas 
Beecham, and Johann 
Wolfgang von Goethe. 
Faust Symphony 
(1956). Royal 
Philharmonic 
Orchestra. Thomas 
Beecham. SOMM 
Recordings.  
2013 A Faust 
Symphony 
Charles Bressler, 
tenor soloist 
Choral Art Society 
New York 
Philharmonic 
Orchestra 
Leonard 
Bernstein 
Sony 
Classical 
n/a Bressler, Charles, 
Franz Liszt, Leonard 
Bernstein, and Johann 
Wolfgang von Goethe. 
A Faust Symphony. 
New York 
Philharmonic 
Orchestra. Leonard 
Bernstein. Sony 
Classical, 2013.  
2015 A Faust 
Symphony 
Hans-Peter 
Blochwitz, tenor 
soloist 
Budapesti 
Fesztiválzenekar  
Iván Fischer Deutsche 
Grammop
hon 
Includes the two 
alternative endings, the 
Conclusion (original 
version) and the 
Conclusion with Chorus 
Mysticus. 
Recorded 1996 June the 
Italian Institute, 
Budapest. 
Sung in German. 
Hard copy version record. 
Recorded 1996 June the 
Italian Institute, 
Budapest. 
Liszt, Franz, Hans-
Peter Blochwitz, and 
Iván Fischer. A Faust 
Symphony. Budapesti 
Fesztiválzenekar. Iván 
Fischer. Deutsche 
Grammophon, 2015.  
2015 A Faust 
Symphony 
Vinson Cole, tenor 
soloist 
Dresden State 
Opera Chorus 
Dresden 
Staatskapelle  
Giuseppe 
Sinopoli 
Deutsche 
Grammop
hon  
n/a Cole, Vinson, Artist, 
Franz, Composer 
Liszt, Giuseppe 
Sinopoli, and Johann 
Wolfgang von Goethe. 
A Faust Symphony 
Dresden 
Staatskapelle.Giuseppe 
Sinopoli. Deutsche 
Grammophon, 2015.  
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2015 A Faust 
Symphony/ Les 
Préludes/Prome
theus/ Dante 
Symphony 
Chicago 
Symphony 
Orchestra 
Sir Georg 
Solti 
Decca n/a Liszt, Franz, Jesús 
López-Cobos, Sir 
Georg Solti, and 
Johann Wolfgang von 
Goethe. A Faust 
Symphony/ Les 
Préludes/ Prometheus/ 
Dante Symphony. 
Chicago Symphony 
Orchestra. Sir Georg 
Solti. Decca, 2015.   
April, 
2016 
Faust 
Symphony 
István Lajkó, 
pianist 
  
n/a Hungaroto
n, 
Budapest 
World premiere recording 
of full solo piano 
transcription by Carl 
Tausig, sold on compact 
disk. 
Program notes in English 
and Hungarian inserted in 
container. 
Recorded on 25-29th of  
April, 2016 at 
Hungaroton Studio. 
Liszt, Franz, István 
Lajkó, and Carl 
Tausig. Faust 
Symphony. 
Hungaroton, 2016.  
2017 Faust 
Symphony 
Steve Davislim, 
tenor soloist 
Chorus Sine 
Nomine, male 
section 
Vienna Academy 
Orchestra 
Martin 
Haselböck  
Alpha 
Classics, 
France 
Recorded live on October 
18-22, 2014 in Franz 
Liszt Hall, Lisztzentrum, 
Raiding, Austria 
Liszt, Franz, Johann 
Wolfgang von Goethe, 
Steve Davislim, Martin 
Haselböck, and Johann 
Wolfgang von Goethe. 
Faust Symphony. 
Vienna Academy 
Orchestra. Martin 
Haselböck. Alpha 
Classics, 2017.   
2017 Liszt: The 
Dante and 
Faust 
Symphonies  
L’Orchestre de 
l'Association des 
concerts Colonne 
George 
Sebastian  
Urania 
Records 
Advertised as: “The two 
great Liszt Symphonies in 
dramatic readings by 
George Sebastian, 
originally made in Paris 
for the Urania label and 
brought together for the 
first time.” 
Liszt, Franz, and 
George Sebastian, 
Liszt: The Dante and 
Faust Symphonies. 
Colonne Concerts 
Choir and Orchestra. 
George Sebastian. 
Urania Records, 2017.  
2017 A Faust 
Symphony 
István Lajkó, 
pianist 
n/a Hungaroto
n 
The Faust Symphony, 
arranged by Carl Tausig 
for solo piano 
Lajkó, István, and 
Franz Liszt. A Faust 
Symphony. 
Hungaroton, 2017.  
2018 Franz Liszt Lucille Chung, 
pianist 
n/a  Signum 
Classics, 
Middlesex
, UK 
“Gretchen” 
Movement  from the 
Faust Symphony, 
originally recorded on 
April 14-16, 2017 in 
Saffron Hall, Saffron 
Walden, Essex, UK. 
Liszt, Franz, and 
Lucille Chung. Franz 
Liszt. Signum Classics, 
2018.  
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